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ABSTRACT 
 Using the Technological Pedagogical Content Knowledge (TPACK) framework 
as the lens to develop, view, and analyze technological assimilation in education, I 
examined the integration of technology related to experience, curriculum development, 
and the pedagogy of several music educators who teach online instrumental music 
lessons. The investigation centered on how the integration of technology can provide a 
promising and possible future for sustainable online instrumental instruction through 
curriculum design.  
The use of TPACK as a research framework helps analyze not only what 
equipment can do, but how technology can help teachers achieve the integration of 
technology, content, and pedagogy. By investigating technology use with curriculum 
design through the perspective of instrumental online educators, hopeful pedagogical 
patterns emerge. As a result of each instructor’s background, musical knowledge, and 
technological experience, I addressed the following research questions. 
 
1. In what ways do instrumental educators prepare online curriculum differently 
than in-person curriculum? 
		vi	
2. How do online instrumental educators integrate technology with curriculum 
development and pedagogy? 
3. To what degree does the experience as a student influence the pedagogy used 
as educators in their curriculum? 
 
These questions delve into how online educators develop their curriculum, 
approach lessons with new students, compare online to in-person lessons, and factor 
technology in their teaching. The findings illuminate the role of technology and the extent 
to which each instructor related to and embraced technology. 
Every instructor studied, regardless of age or experience, designed their 
curriculum around technology and utilized smartphone applications and education-based 
computer software (Figure 4). Based on the findings, technology was seen as useful in 
how educators design, present, and teach their curriculum. However, not every educator 
utilized technology to interweave new material into their pedagogy. This finding 
indicates how the fundamentals of music curriculum are not changing from generation to 
generation of educators.  
The findings presented here are viewpoints of how the broad spectrum of 
technology provides insight into teaching online instrumental music lessons. With 
educators utilizing blended teaching methodologies, developments, and general trends in 
technology, I anticipate that someday, there will be an educational community with a 
broader acceptance of technology's use in curriculum design. 
		vii	
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Transforming Experience and Technology into Curriculum 
for Today’s Online Music Educator 
 
CHAPTER ONE: A Gateway to a New Learning Environment 
 
 Students seek more than a standardized curriculum when it comes to content and 
delivery. Distance educators and their use of technology, defined as any program, 
software, application, or hardware used to assist educators in the application of 
knowledge to a specific teaching or learning situation, offer alternative options to 
uniform teaching strategies, presentations, and pedagogies. Technology allows educators 
to evolve their instruction by reforming old, didactic education and building new online 
curriculums. Through the examination of prominent music instructors’ designs and 
creations, researchers might determine if and how much of a role technology plays in 
instrumental curriculum and distance education. Tyler Wantulok (2015) lists 10 reasons 
for how technology is essential in education now. These reasons include demand, ease of 
learning, access to information outside of a textbook, and online testing. The use of 
technology raises many cogent arguments for different and further research in modern 
pedagogy.   
 The use of Technological Pedagogical Content Knowledge (TPACK) as a 
research framework helps researchers discover the possibilities of how technology can 
help teachers achieve the amalgamation of technology, content, and pedagogy. By 
investigating technology use with curriculum design through the perspective of online 
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educators, researchers can discern regular pedagogical patterns. The TPACK framework 
applied to educator background, teaching transition, and lesson organization, in addition 
to structured curriculum design, can bring to light features of music instruction that may 
benefit online instrumental lessons by harmonizing the commonalities of music 
instruction (Anderson, Barham & Northcote,  2013; Herring, Koehler & Mishra, 2016; 
and King & Alperstein, 2014). 
Background of the Problem 
           Modern society requires new forms of digital education: Selwyn and Facer (2014) 
argue that technology is “a serious topic of interest within the sociology of education” (p. 
494). Educators see “mutable, growing, living information sources that are accessed, 
modified, morphed, reposted, and re-tweeted in wikis, social media, (and) blogs” 
(Haythornthwaite, 2012, p. 4). Public schools in the United States use technology as a 
principal tool by providing 78 percent of the student body access to a computer (Bolkan, 
2017). By providing the technology, schools in the US spend more than $3 billion per 
year on digital content, and in 2015-16 states administered more standardized tests via 
technology than by paper and pencil (Herold, 2016). To compare, school use of 
technology versus personal use, in the Evergreen Education Group’s 2015 annual review 
of policy and practice in digital learning, out of the 59.7 million students in grades K-12, 
only 2.2 million take online courses for private interest. Nonetheless, since the review, 
the Evergreen Education Group has reported a steady growth rate of 6% in student 
enrollment for online education (2019). If online instructors foster participation among 
learners and help them grow, studying the TPACK educational framework could assist in 
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the development and integration of technology into mainstream education. 
Technological Pedagogical Content Knowledge (TPACK)  
 Technological Pedagogical Content Knowledge or TPACK, for short, is a 
theoretical framework to “explain the set of knowledge that teachers need to teach their 
students a subject, teach effectively, and use technology” (McGraw-Hill, 2019). The use 
of TPACK helps analyze not only what equipment can do, but how technology can help 
teachers integrate technology, content, and pedagogy. The TPACK model gives us a new 
framework to understand technology in education and how to provide the best 
educational experience for students. 
 Mishra and Koehler (2006), the creators of TPACK, outlined the components of 
their framework into three groups of knowledge: Content, pedagogy, and technology. 
These three units overlap to produce multiple combinations (Figure 1). The first, 
Technology Knowledge (TK), incorporates basic learning materials, including books and 
chalkboards, into a technology-based pedagogical design. TK also integrates more 
advanced mediums into the curriculum (e.g., the Internet, video communication, and 
streaming services).  
 As a result, Technology Knowledge is always changing. It requires people to 
understand technology enough to use it productively at work and in their daily lives and 
to recognize when it can "assist or impede the achievement of a goal" (Koehler, Mishra, 
& Cain, 2013, p. 15). Pedagogy Knowledge (PK) involves the process and method of 
teaching and learning, including observation, personal opinion, and any experiences as a 
student versus being a teacher. The final module, Content Knowledge (CK), is the 
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knowledge about the subject matter that is learned or taught (Koehler, Mishra, & Cain, 
2013, p. 14). These three elements interact to demonstrate ways in which technology 
comes together with knowledge to help design the curriculum.  
 
 
Fig. 1 - Technological Pedagogical Content Knowledge (TPACK) Contexts 
Image © 2012, by TPACK 
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 Breaking down TPACK into overlapping areas creates Pedagogical Content 
Knowledge (PCK), or the synthesis of pedagogy and content. In other words, teachers 
having the requisite level of knowledge and understanding of a subject to teach it. PCK 
covers any conditions that promote learning using the connections between curriculum, 
assessment, and pedagogy (Koehler, Mishra, & Cain, 2013, p. 15). The next overlapping 
area, Technological Content Knowledge (TCK), encompasses recognizing the extent to 
which technology and content influence, constrain, and are related to each other. TCK 
utilizes knowledge applied to technology. Understanding the interplay between 
technology and content may help instructors to recognize how technology and content 
can work together.  
Technological Pedagogical Knowledge (TPK) is an understanding of how 
teaching and learning change when using particular technologies. It emphasizes the 
existence, components, and capabilities of technology while applying educational aims, 
values, and purposes (Mishra & Koehler, 2006). These practices include “knowledge 
about techniques or methods to be used…; the nature of the target audience; and 
strategies for evaluating student understanding” (Mishra & Koehler, 2006, p. 1027). TPK 
is a critical tool to look at the benefits, drawbacks, and the future of online education 
regardless of any different teaching strategies. 
 The final component, TPACK, where all three circles join in the middle, is the 
understanding that emerges from an interaction of content, pedagogy, and technology 
knowledge (Koehler, Mishra, & Cain, 2013, p. 16). Mishra and Koehler observed that 
technological knowledge was seen as an unconnected aspect of teaching, especially as it 
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related to PCK. As a result, they created the new TPACK framework, which combines 
technology to PCK and “emphasizes the connections, interactions, and constraints in all 
three of these knowledge areas” (McGraw-Hill, 2019). With the relentless expansion of 
technology in education, the need to combine technology with educators’ content and 
pedagogy to create a productive learning environment is necessary. 
TPACK in Music Education 
 The TPACK overlap helps educators, specifically music educators, design their 
lessons based on how students can best learn specific instructional material. Content 
Knowledge (CK), in a musical sense, could be the knowledge and skill as a musician, 
which includes not only being able to play their instruments but the ability to convey 
technique effectively. Pedagogical Content Knowledge (PCK) shows instructors ways to 
simplify subjects such as music theory, improvisation, and composition, and teach them 
successfully. When combining PCK with Technical Content Knowledge (TCK), 
instructors see not only how to teach a topic, but the ways technology affects content. 
This combination leads to a highlight of Technical Pedagogical Knowledge (TPK), where 
technology and pedagogy influence each other. An example is the use of a YouTube 
video demonstrating a particular guitar technique such as alternate picking or string-
skipping arpeggios rather than a handout or hand-written example. 
           If technology is "treated as if it is separate from teaching and learning" (McGraw-
Hill, 2019), it has a negative impact on instruction and places emphasis on "what not 
how" (McGraw-Hill, 2019). From a musical standpoint, lessons become more about the 
video or app the student uses instead of how an instructor teaches. TPACK is "not about 
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recommending one technology over another, but rather about showing the thinking 
behind the technological choice and how that choice fits into content and pedagogy" 
(Hofer, Bell, & Bull, 2015, p. 2-6). 
           Music educators need to do more than simply provide access to digital 
technologies. They need to continually seek applications and programs to help deliver 
relatable instruction to their students. This search puts a higher demand on how to create 
new ways to teach previously learned CK. Instead of applying technology to every 
content area uniformly, music educators should come to understand that curriculum 
design differs as it relates to specific subject-matter content or pedagogical approach. For 
TPACK, context is essential to help instructors appropriately design a curriculum using 
musical elements such as theory, style, and musicology. 
Statement of the Problem 
            Musicians absorb knowledge in numerous ways, regardless of visual, auditory, or 
kinesthetic learning styles. Consequently, examining how educators use technology 
presents certain challenges. Notwithstanding, investigating technology use in curriculum 
design can discern regular pedagogical patterns, as seen through the perspective of 
instrumental online educators. When examining the musical background of research 
participants, who are all online music educators, investigators can incorporate a 
significant effective curriculum design through how and what instructors teach, and in 
what way teachers view their role. 
           Improving the understanding of how pedagogical procedures, coupled with 
technology, can help millions of people to improve and expand their ability, interests, and 
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knowledge through online education. According to an estimation by the Babson Survey 
Research Group and its 13th annual survey of higher education, 5.8 million people in the 
United States alone study online (Allen, Seaman, Poulin, & Straut, 2016). As Philip Sudo 
(1997) states, “information is something you can get from a gamut of sources. The world 
is swimming in information” (p. 16). With millions of students utilizing online education 
from an assortment of sources, the design of a suitable curriculum for online educators 
remains crucial. 
            Online instruction has the advantage of not contending with time zones, location, 
or distance: The material ensures uninterrupted availability, making it highly accessible 
and possible for educators to convey their knowledge while students acquire new skills. 
In addition to resource availability such as other educator’s published curriculum 
outlines, for example, universal access to the Internet can both improve online pedagogy 
while also accommodating the growing number of musicians looking for instruction.   
            However, there exist drawbacks to online instruction, including, but not limited 
to, the absence of objective assessment and organization. Objective assessment occurs 
when educators act as guides for relevant scaffolded information and any random 
information a student lacking fundamental knowledge may learn. The amount of rapidly 
expanding online data presents too much information without guidance. Without 
assistance from an instructor, students can do little to rein in the flow of information, and 
their path of study becomes chaotic. It is up to the teacher to act as a guide and evaluate 
what is most beneficial in the student’s line of learning. Objective assessment combines 
formative along with summative assessment. Teachers use formative assessment to 
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evaluate comprehension, needs, and progress of a particular action while looking for 
evidence of accomplishment. A summative assessment looks at end learning combining 
multiple formative assessments to demonstrate a part of a process. For example, think of 
a final exam, a music recital, or a doctoral dissertation. Gunther Eysenbach (1998) stated, 
“the Internet is extremely variable, limiting its use as a serious information source” (p. 
1496). Inadvertently, some people may choose lessons lacking peer-review and structure. 
Without quality control, third party educators need to evaluate the vast amount of 
information available to provide the best curriculum possible (Eysenbach, 1998). 
Teachers tend to succeed if they can sort through the data and use the three critical 
elements: technology, pedagogy, and content to evaluate how knowledge might impact 
their teaching (Archambaulta & Barnett, 2010). 
Purpose of the Study 
            As TPACK becomes applicable to various research situations, teachers then 
leverage the concepts to the curriculum. They then question if and when previous 
knowledge can be leveraged into new experiences, student conversance, and integration 
by “support[ing] complex knowledge building” and “relational understanding” (Bereiter, 
2014; Lax, Russell, Nelles, & Smith, 2009). When educators scaffold ideas and integrate 
technology in conjunction with their pedagogical background, curriculum design reflects 
their knowledge. Instructors use successful online lessons to “sense and perceive the 
information and include strategies to facilitate high-level processing for transfer of 
information to long-term memory” (Anderson, 2004, p. 17). This approach helps to 
explain how educators can post a useful and relevant lesson online, and viewers actively 
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create meaning from the presented information.  
            Teachers have a vast array of platforms available for online lessons; therefore, the 
focus of this study is on the technology directly chosen by the participants. Using online 
services such as YouTube, TakeLessons, or Berklee Online confers a higher level of 
control. Students can use prerecorded, as well as streamed, lessons. The online medium 
provides examples students may view or skip depending on interest, without a curriculum 
sequence. The random tutorial format undercuts the importance of educational 
scaffolding. Jumping from one video to the next does not present material viable for 
anything other than this one particular video, which is not a critique, but a statement. 
Notably, when the lessons lack a critical sequence to their structure, to assimilate the 
information requires a higher level of proficiency. This format may work for some 
educators, but not for others. Information split up into separate ideas and 
compartmentalized without a “framework for cognitive layering, [enables] participants to 
work iteratively with complex, authentic content at progressively higher levels” (Lax, 
Russell, Nelles, & Smith, 2009, p. S7). In comparison, collegiate sources, or the recurring 
publication Guitar World, offer lectures built on concepts presented in earlier columns or 
previous videos. In these situations, the non-sequitur nature of unguided use of 
technology might be remedied by a scaffolded, guided instruction, which may prove 
better for both educator and student. 
            As educators develop satisfying curriculums, a growing interest in online learning 
helps a casual musical erudition to flourish. Apczynski (2008) supposes one benefit of 
technology occurs as a result of the broad approach it provides to music instruction. With 
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websites hosting hours of video and offering users their favorite styles, instructors, and 
techniques, they “provide an engaging and interactive (if slightly less-than-personal) 
learning experience” (Apczynski, 2008, p. 48). As musicians improve their ability, 
individual interests, and musical knowledge through online music education, credible 
monthly publications and formal programs similar to Berklee’s Online Bachelor of 
Professional Studies degree utilize this as a catalyst for curriculum. As Kunze (2013) 
pointed out, “the learning styles, preferences, and interests … are highly individualized” 
(p. 116). With the number of variables akin to lesson selection, teacher selection, and 
topic order, technology aids in opening up new learning opportunities.   
Research Questions 
 The primary purpose of my study was to focus on the impact technology has on 
the curriculum design of online instrumental education. This interview-based qualitative 
study examined several online music educators’ curriculum design and creation. The 
interview questions regarded (a) how teachers learn musical content knowledge, (b) how 
teachers transform that new information into a curriculum their students can comprehend, 
(c) how teachers choose material worthy of preparation, and (d) how technology affects 
these decisions. By emphasizing the connections between content, pedagogy, and 
technology, the TPACK framework helped me to analyze how technology can help 
teachers achieve the integration of technology, content, and pedagogy “across diverse 
cases and examples of practice” (Mishra, 2006, p. 1018). 
 This study addressed the following research questions: 
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1. In what ways do instrumental educators prepare online curriculum differently 
than in-person curriculum? 
2. How do online instrumental educators integrate technology into curriculum 
development and pedagogics? 
3. To what degree does the experience as a student influence the pedagogy used as 
educators in their curriculum? 
 
 Using the TPACK framework to understand technological assimilation in 
education, with the help of several online educators, I examined the influence and impact 
technology has on experience, curriculum development, and pedagogics. 
 
Personal Rationale 
 I chose to pursue my doctorate and conduct research based on online education 
because of my experience as both a music educator and a small-business owner. Being a 
guitarist and graduate student, I wanted to expand upon my interest in education, 
especially online, and investigate a possible future for instrumental instruction.  
 As a performing guitarist for over 30 years, 20 years as an educator, and business 
owner for 12, my qualifications as well as degrees from West Virginia University, 
Berklee College of Music, Boston University, and the University of West London taught 
me the importance of sustainable music education. Even though the guitar is my principal 
instrument, I pride myself on my ability to play multiple instruments. As I strive to 
improve both my skill level and pedagogical experience, my goal is to work toward 
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providing the best learning situation for students of any age and any level of playing.  
 I knew I wanted to look at how technology can impact and help educators design 
curriculum along with the preparation other instructors take in their lessons, whether they 
are online, in-person, or a blended version of both. I worked as a director of curriculum 
design and development in the private school system for over ten years. During that time, 
I was responsible for helping other faculty plan their lessons. I saw the hardships and 
difficulties educators faced when trying to convey their knowledge to pupils. Assisting 
other instructors led me to formulate the initial concept for my research. I saw instructors 
who wanted to teach online to supplement their finances but were unable to advance to 
the next step and out of the brick-and-mortar system.  
 Another aspect of instrumental education I noticed in my school district was the 
decline of student enrollment. Just a few short years ago, there were hundreds of students 
of all ages in the music and arts program. Over three to four years, that number has 
dwindled to about half. Once I started to think about both my future as an educator and 
the future of specifically guitar education, I started to ponder the possibility of online 
instruction. 
 I started to feel that online instruction was the best option for a long-term career 
in music education. With the increasing access to technology and the growth of websites 
dedicated to music, I began to see my idea of music instruction evolve. Even though my 
plans after the doctorate do not include teaching in higher education, I would not be 
opposed to the idea and opportunity. Along with obtaining a doctorate, the findings of 
this study are rewriting my career goals of expanding my business and long-term 
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teaching objectives. They are changing how I see myself sharing my musical knowledge 
with future generations of students. 
Significance of the Study 
The practical value of this study leads to a greater understanding of how 
technology affects curriculum design as educators benefit from the extensive amount of 
online instructional material. With over 58% of the global population accessing the 
Internet (Clement, 2019), mobile devices redefine how people interact with educational 
content. In 2016, StatCounter Global Stats reported, "mobile and tablet devices accounted 
for 51.3% of Internet usage worldwide” (Simpson, para. 2), overtaking desktop browsing 
for the first time in history (Gibbs, 2016). As of 2019, this number climbed to 91% 
(Clement, 2019). According to Emerging Strategy (2016) and Reports and Data (2019), 
the potentials for mobile learning global growth could reach as high as 36% annually, 
increasing its market share from $7.98 billion in 2015 to a forecasted $95 billion by 2026. 
With such progress, the mobility of online education has become a gateway to a new 
personalized learning environment. 
 Combining effective instruction, practical curriculum design, and technology 
integration into an academic concept helps shape an instructor’s professional 
development. I hope that this study will have a significant impact in the area of online 
instrumental education. By adding to the growing body of TPACK-influenced instruction 
research, studies such as this can improve how online instructors develop their 
curriculum, compare online to in-person lessons, and factor technology into their 
teaching. This study may lead to an improvement in the integration of instrumental-
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oriented inquiry, pedagogy, and developmental theory in online education.  	  
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CHAPTER TWO: TPACK and Online Instrumental Education 
 
 The music education field includes an increasing plethora of teaching and 
learning settings. At the turn of the century, the Internet existed as a platform for email 
and communication, not as a way of conducting business or a source of advertising 
(Tottman, 2019). Most music education instructors did not predict the speed at which 
technology changed and progressed in the industry, especially in the last 10 years 
(Tottman, 2019). Literature confirms the rapid expansion of one such setting: online 
learning (Bowman, 2014). As music education researchers contemplated distance 
learning, they envisioned the strengths in the broad approach, easy access, and practices 
technology offered to educators and their pedagogy (Bowman, 2010; King & Alperstein, 
2014; Lynch, 2010). The more technological information educators use to develop their 
teaching strategy and pedagogy, the more they can take control of their instructional 
curricula. 
TPACK as a Framework 
 In 2006, Punya Mishra and Matthew J. Koehler developed the framework for 
TPACK in their paper “Technological Pedagogical Content Knowledge: A Framework 
for Teacher Knowledge” based upon Lee Shulman’s 1986 work “Those Who 
Understand: Knowledge Growth in Teaching.” Shulman (1986) became concerned with 
educators’ good teaching practices and recognized the need for a more coherent 
theoretical context. Shulman based his theory upon three categories of content 
knowledge: content knowledge (CK), pedagogical content knowledge (PCK), and 
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curricular knowledge (CK). His theory described the relationship between organizational 
knowledge of a particular subject matter (content) and the experience relating to how 
educators could teach said content (pedagogy). The author emphasized how teachers 
manage their classrooms, construct assignments, create lesson plans, and judge student 
understanding. Shulman addressed how to prepare specific subject-matter beyond merely 
knowing the content. In context, many fantastic musicians lacked a conceptual 
understanding to convey what they knew.  
 Mishra and Koehler (2006) went beyond Shulman and showcased some of the 
essential qualities of “teacher knowledge required for technology integration in teaching, 
while addressing the complex, multifaceted, and situated nature of this knowledge.” They 
provided examples of a teaching approach based upon the TPACK framework and 
illustrated the resulting methodological contributions. Mishra and Koehler (2006) 
recognized how difficult developing a framework for educational technology was due to 
the requirement of a comprehensive understanding of complex relationships or overlaps, 
as seen in Figure 1 (see Chapter 1). Moreover, they found it problematic to “study cause 
and effect when teachers, classrooms, politics, and curriculum goals vary from case to 
case” (2006). By building upon Schulman’s work, they developed an idea encompassing 
technology, allowing educators to ambitiously look at pedagogy and integrated 
technology while expanding upon the PCK framework. 
Mishra and Koehler (2006) built on Shulman’s 1986 construct of PCK by 
explicitly looking at the interactions between technology, knowledge, and experience. 
The authors concluded that the framework worked to “assist the development of better 
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techniques for discovering and describing how technology-related professional 
knowledge is implemented and instantiated in practice” (p. 18). Mishra and Koehler 
(2006) provided educators with a greater appreciation of the inconsistency in technology 
integration by avoiding simple approaches. They focused on how technology, content, 
and pedagogy came together to provide a comprehensive analytic framework: a 
framework for the analysis of teacher knowledge set in a categorization scheme to study 
how knowledge can evolve regarding teaching successfully with technology. Their 
follow-up article went beyond the initial scope of TPACK and investigated how to apply 
technology integration to analysis and teacher development beyond the original 
simplified approach (Koehler, Mishra, & Cain, 2013).  
Critique of TPACK 
With the utilization of TPACK as a conceptual framework for online lesson 
curriculum development, there exist some valid concerns. Archambaulta and Barnett 
(2010), Graham (2011), and Voogt et al. (2013), each acknowledged issues with TPACK 
in education, to name a few. Archambaulta and Barnett (2010) deemed TPACK 
potentially useful, especially when improving teaching and learning, but they were 
confident the framework required additional examination. They acknowledged the 
usefulness of TPACK but argued that the framework needed “additional examination to 
understand if technology, content, and pedagogy meld together to form the unique 
domains described” (2010, p. 1656). The authors believed more research was necessary 
that measured the relationship between the TPACK overlaps. Archambaulta and Barnett 
(2010) believed it was challenging to separate the components of the framework, 
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therefore questioning their existence.  
Similarly, Graham (2011) believed TPACK had the potential to help researchers 
study technology integration but saw weaknesses in how the TPACK overlaps related to 
one another. He believed researchers needed to “clarify the boundary conditions” in order 
to have a strengthened framework (p. 20). In conjunction, the article, Technological 
pedagogical content knowledge – a review of the literature, is a review of 55 peer-
reviewed journal articles published between 2005 and 2011 (Voogt, Fisser, Pareja Roblin, 
Tondeur, & van Braak, 2013). Here Voogt and co-authors examined the theoretical basis 
and practical use of TPACK as a framework. The findings presented how TPACK was 
viewed differently in various subject domains as well as how the impact was measured. 
Voogt et al. (2013), just like Archambaulta and Barnett (2010), and Graham (2011), 
thought TPACK was “a promising strategy for the development” of both students and 
teachers, but needed further research and design (p. 109). 
Understanding the separate pieces and how they fused to form unique domains led 
the researchers to question if TPACK indeed had distinct areas — separating the domains 
called into question the existence of distinctive regions. In response, the authors credited 
technology as the only distinguishable field. Likewise, Graham (2011) identified specific 
critiques of the TPACK framework requiring approach by the research community for the 
theory to mature. The emergence of the TPACK framework emphasized the distinction 
between technology integration focused on general pedagogy (TPK) and technical 
assimilation with content-specific pedagogy (TPACK). The framework allows teachers to 
differentiate between pedagogy knowledge (PK) and PCK in hopes of defining and 
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limiting the scope of technological and content knowledge perception. 
Special Interest Groups  
 Some larger-scale examples of the technological growth within the scope of 
education include special interest groups. Each of these factions has a stake in online 
education. Some of these groups include the Society for Information Technology and 
Teacher Education (SITE), which “creates and disseminates knowledge enhancing 
teacher education through the use of technology across a global context” (Society for 
Information Technology and Teacher Education, 2020). The American Educational 
Research Association (AERA) is a national research society striving “to advance 
knowledge about education, to encourage scholarly inquiry related to education, and to 
promote the use of research to improve education” (American Educational Research 
Association, 2020). In addition to SITE and the AERA, the Innovation and Technology 
Committee of the American Association of Colleges for Teacher Education (AACTE) 
helps to define “technology” and facilitate online instructors to understand TPACK in 
curriculum design.  
For SITE, their international conferences have grown from 42 papers presented in 
their initial 1990 gathering to over 1000 in 2001 (Cox, 2001). Today, the conferences 
include posters, panels, exhibits, demonstrations, panels, workshops, and more (Society 
for Information Technology and Teacher Education, 2020). The organizer’s goals are to 
present conferences that help educators create and circulate teacher education through 
technology. The AERA conferences have more than 15,000 attendees each year and look 
at advanced technology for learning using their or subsidized special interest group: 
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Advanced Technologies for Learning Bylaws (American Educational Research 
Association, 2020). The combination of over 100 years in existence, global research 
connections, and multiple membership categories make the AERA the “leading education 
research association” (American Educational Research Association, 2020). For the 
AACTE, they offer technologically-based volunteer opportunities, committees, award 
programs, programs, and resources for educators. As “the leading voice on educator 
preparation,” the AACTE is dedicated to helping teachers be ready to teach (American 
Association of Colleges for Teacher Education, 2019). For each of these groups, a shared 
objective is to show how technology-based curriculum exists not as a result of what 
equipment can do, but how technology can help teachers achieve. 
In addition to groups and prominent studies, tpack.org and various publications 
confirm the growth of curriculum-based technology. Databases accumulate TPACK-
related literature with new articles and links frequently. Specific organizations provide 
background material, newsletters, conference information, tutorials, development 
approaches, assessment and measurement standards, along with reviews and links to 
other TPACK-related sites. In addition to online resources, The Handbook of 
Technological Pedagogical Content Knowledge for Educators (Herring, Koehler, and 
Mishra, 2016) and The National Association of Schools of Music (NASM) 2016-2017 
Handbook refined the TPACK model as a framework for analyzing educational 
technology applications. Authors in the NASM handbook surveyed music technology, 
technology use in multiple musical styles, and future possibilities in music technology 
and, as a result, list current and emerging Internet and network-based programs, services, 
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and environments related to music. Topics in the handbook included “content, 
methodologies, philosophies, materials, technologies, and curriculum development” 
(2016, p. 117) along with “the ability to use instruments, equipment, and technologies 
associated with the area(s) of specialization” (2016, p. 119). It began with a historical 
placement of TPACK relative to the development of a technology integration framework 
to better understand the interchange between technology and pedagogical practice in 
educational settings. The authors considered further research to support the efficacy of 
the TPACK model for analyzing educational technology applications while providing a 
look at the standards for accreditation, including music program components. These 
standards continue to aid educators in their quest for technology assimilation using 
instructional technologies and support systems in their curriculum. NASM (2016) applied 
clear standards to the delivery, verification, and evaluation of: “program or course 
content, interactive technologies, teaching techniques, schedules, patterns of interaction 
between teacher and student, and evaluation expectations and mechanisms” (p. 78). The 
handbook set forth required technical prerequisites for educators with the knowledge and 
skill sufficient to teach beginning and intermediate students. The association uses the 
handbook to establish objectives for educational programs while holding music curricula 
to a threshold of achievement for institutions offering music programs including, but not 
limited to, distance education.  
In conjunction, The New Media Consortium (NMC) Horizon Report: 2017 
Higher Education Edition, a report jointly conducted by the New Media Consortium 
(NMC) and the EDUCAUSE Learning Initiative (ELI), an EDUCAUSE Program 
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(Adams Becker, Cummins, Davis, Freeman, Hall Giesinger, & Ananthanarayanan, 2017) 
went beyond the connections made in the NASM Handbook by looking at achievable 
goals and the parallel timeline. The NMC Horizon Report series charted the five-year 
impact of innovative practices and technologies for higher education across the globe. 
The Report focused on trends and technology developments driving educational change, 
the critical challenges, and possible solutions for the successful integration of mobile 
learning while spotlighting the use of technology and the accelerated flexibility in how, 
when, and where people learn. 
 With the assistance of the SITE and the AERA, researchers come about using 
TPACK interactions to specify the types of comprehension teachers need to develop 
curriculum. Sources similar to McGraw-Hill’s educational website provide educators 
with a plan to aid their development by revealing how technology, pedagogy, and content 
can relate to general teaching practice. As a result, TPACK-based lesson plans have 
become more accessible. Educational researchers use this information to investigate how 
society embraces technology-based curriculum integration (Pierson, 2001). Pierson’s 
study investigated how teachers in a qualitative case-study investigation, used technology 
and how their use related to teaching practice. Using 16 anonymous instructors, the 
author examined the practices and expertise of technology-using teachers. He asked how 
teachers used computers to establish, facilitate, and manage instruction. Pierson (2001) 
showed how society embraced and allowed computer technology to reinvent how we 
create, find, exchange, and even think about information. Pierson (2001) saw the use of 
technology becoming an “inseparable part of good teaching” (p. 2). Findings showed that 
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differences observed among technology use were associated with the level of teaching 
expertise and how experience is a catalyst for both the insight into student learning needs 
and an educator’s confidence to incorporate student input in their curriculum.  
 One of Pierson’s (2001) participants focused on creating web page projects for his 
students. The web page simultaneously taught computer skills and technology 
incorporation while providing a curricular connection with the class. Pierson (2001) 
emphasized the “definitions of technology integration, distinctive planning habits…, 
strategies for teaching… management of student computer use, and altered perspectives 
on assessment” (p. 413). Findings from the study showed that teachers are likely to 
incorporate TPACK ideas comparable to their level of teaching and computer expertise.  
History of Distance Education 
 Distance education, or as it was initially known, correspondence education, has 
been in existence since the 1700s. In 1728, a man named Caleb Phillipps offered a 
correspondence course in shorthand (Miller, 2014). The communication could take 
several weeks for the assignment to go from the instructor to the student and back to the 
instructor. However, even with the slow method of one-way communication, interest in 
the courses grew due to the availability of schools offering classes, the availability of 
technology, and the evolution of the postal service (Florida National University, 2019).  
 In 1858, the University of London started to offer distance learning degrees, 
making it the first college to offer such an option. In 1873, the first correspondence 
school in the United States, The Society to Encourage Studies at Home, was created. 
Anna Eliot Ticknor of Boston, Massachusetts, created a private correspondence school 
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where she would mail letters to her students every month with assigned readings and 
exams (Morabito, 1997).  
 One of the most successful examples of correspondence education culminated 
when the International Correspondence Schools, located in Pennsylvania, saw an 
enrollment growth from 2500 students in 1894 to 72,000 in 1895, eventually reaching a 
total enrollment of 900,000 in 1906 (Florida National University, 2019).   
 Mail-order education eventually progressed to other forms of technology. In 1922, 
Pennsylvania State College started to broadcast education courses over the radio with The 
University of Iowa following shortly after that in 1925. Radio broadcasts led rise to both 
television and telephone use in education. The University of Houston broadcast college 
classes in 1953, and even though the telephone had been in existence for quite some time, 
the University of Wisconsin was the first to offer a program for physician training via the 
telephone in 1965 (Miller, 2014). 
 According to Morabito (1997), the birth of online education came in the 1980s. 
Desmond Keegan (2013) said, “teaching face to face at a distance was achieved by an 
electronics revolution in the 1980s… the speeding up of chips and the introduction of 
broadband technologies brought about this veritable revolution” (p. 8). In 1994, 
CALCampus created the first completely online school, and in 1997, Blackboard Inc. 
established a standardized platform for online course management and delivery (Miller, 
2014). The 2000s saw the Internet become more widely available with Boston University 
offering its first online program in 2002, YouTube introduced in 2005, iTunes U offering 
lectures for download in 2006, and in 2012, Udacity offering massive open online 
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courses (MOOCs). Both the Massachusetts Institute of Technology (MIT) and Harvard 
followed the MOOC format shortly after (Miller, 2014). 
Opportunities for Online Music Education 
 With educators taking advantage of technology and rethinking how they teach 
instrumental instruction, the Internet offers both opportunities and challenges for online 
education (Arasaratnam-Smith & Northcote 2017). Tolinski and DiPerna (2016) pointed 
out how, for decades, musicians learned songs by listening to their favorite albums over 
and over on their own. Conversely, by the twenty-first century, “music fans had instant 
access… to just about any piece of music ever recorded” (p. 302). This gateway created 
opportunities for design and teaching circumstances challenging educators to incorporate 
the Internet into pedagogy. Dream Theater guitarist John Petrucci (2002) said, “there is 
an unlimited resource of materials to draw from… [providing] artists with the ability to 
grow indefinitely” (p. 4), but how can the educator sort through the massive amount of 
information and incorporate new material to help move their curriculum forward?  
 Rees (2002) gave credence to technology in “the ways that teaching and research 
are being undertaken in education” (p. 257). He pondered how web-based instruction 
“provides opportunities and challenges for the educator who seeks additional or 
alternative means to facilitate music learning” (p. 257). Videos such as Austin Classical 
Guitar’s (2015) Developing Excellence in the Guitar Classroom or Common Sense 
Education’s (2016) What is the TPACK model? reinforce Rees’s notion by 
demonstrating how instructors can use the TPACK framework as a guide to sort through 
information online. Teachers seeking new strategies in the most challenging of 
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circumstances can discover what does or does not work for them in a similar situation. 
 One such strategy, known as progressive education, is the notion of having the 
student learn by doing. John Locke (1632-1734) and Jean-Jacques Rousseau (1712-1778) 
defined the idea of progressive education, but John Dewey developed it. John Dewey 
(1916) said to “give the pupils something to do, not something to learn; and the doing is 
of such a nature as to demand thinking; learning naturally results” (Ch. 12). In this 
context, students regularly use computers, tablets, smartphones, and many other digital 
devices to access their curriculum. Webster (2002) stated, “intelligent use of music 
technology to assist music teaching and learning is of major concern in the 21st-century” 
(p. 416). Technology, in turn, helps instrumental instructors contemplate their lessons in 
an entirely new medium. Webster (2002) argued that the development and study of 
technology as a means of teaching music helps make our theories, research, curricula, 
teaching strategies, and our entire professional development much stronger. Does music 
technology truly improve learning? It depends on the context, especially the teacher, and 
the structural function. 
 When designing their curriculum, a teacher’s ability to integrate technology 
depends upon resource understanding. To keep up with the electronic delivery platforms, 
in addition to being familiar with musical language and style, an educator needs to “have 
some understanding of music technology and have the technical skills needed” 
(Bosepflug, 2004, p. 194). Bosepflug (2004) investigated how understanding technology 
required time and equipment. He concluded that most audio technology is not for the 
average school student but more for the intermediate and professional. The author 
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believed that with each additional piece of equipment, the difficulties increase 
exponentially. With the growth in access to music technology over the last 50 years, 
effective online instrumental instruction is clearly possible even if pedagogy has not kept 
pace with the expansion (Bosepflug, 2004). However, the Evergreen Education Group 
(2019) has confidence in the improvement of technology integration and asset utilization. 
With a specified purpose, it becomes easier to study how current technological trends in 
music education can help change curriculum design and the state of online instruction, as 
seen through the perspective of the educator.  
 When it comes to developments in digital tech that enable online instrumental 
lessons, Lynch and Roecker (2007) outlined an approach for instructional design with 
both flexibility and impact. They believed the most noteworthy risks for educators are in 
the review stages of development (Lynch & Roecker, 2007). Mason and Rennie (2006) 
investigated developments in information technologies, particularly the Internet, coupled 
with lifelong learning. The authors considered a new combination of teaching and 
learning and labeled this combination “e-learning” (Mason & Rennie, 2006, p. 565). The 
North Carolina Education Cabinet (eLearningNC) and Office of the Governor define e-
learning as pedagogy “delivered online via the Internet, ranging from distance education 
to computerized electronic learning, online learning, Internet learning, and many others” 
(eLearningNC, 2020). 
  To be more specific, e-learning is not delivered using a DVD, CD-ROM, 
videotape, or television channel. It is a communicative interaction with teachers, 
professors, or other students. If the classes are “live,” the student must be able to interact 
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in real-time with a teacher or professor (eLearningNC, 2020). Even though online 
instruction offers flexibility, it takes discipline from both the student and the educator to 
continually accept the changing complexity due to the advances in technology. Because 
of the self-paced nature of online instrumental instruction, coupled with technological 
development, some educators need help in preparing their curriculum and learning how 
to use technology to deliver that pedagogy effectively. 
Challenges for Online Music Education 
     Organizations such as the Technology Institute for Music Educators (TI:ME) 
offer certifications and classes that instruct music educators on how to integrate 
technology into their teaching. As a result, authors like Rees (2002) think technology-
based program development and research in distant learning is a new and inviting 
concept. Rees (2002) researched how electronic information technology altered teaching 
and educational research. He also considered web-based instruction and the opportunities 
and challenges for educators seeking additional or alternative means to facilitate music 
learning. His findings showed the distinctions between how students receive information, 
thereby claiming distance-learning lost much of its identity as a discrete model of 
instructional delivery. Rees (2002) stated, “distance learning is expanding rapidly, but 
music instruction has a very small presence in it” (p. 269). The author established that 
baseline information on effective teaching practice or how students learn at a distance is 
deficient. He also believed that researchers involved in distance-learning might want to 
shift attention away from examining the applicability and effectiveness of technology 
toward more conceptually-based studies built on applying contemporary theories of 
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learning through distance (Rees, 2002). 
 Modern educators cannot apply the same techniques to online instruction as to a 
traditional classroom. Today’s practical teachings need structure without necessitating a 
two-way conversation. To accomplish this, teachers could configure technology-based 
learning situations. Using fifteen educators, Emmanouilidou, Antoniou, and Derri (2010) 
peered into the implementation of synchronous (happening, existing, or arising at 
precisely the same time) distance education. In digital communication, a timing signal 
dictates when individual bits can be transmitted, allowing for very high rates of data 
transfer. The process used slides and interactive real-time audio communication as an 
example of how synchronous online training reinforced interaction and cooperation, 
without creating feelings of isolation. Asynchronous education, digital communication in 
which a transmitting device individually signals the start of each session, has not always 
been met with such enthusiasm. As Rose (2017) pointed out, online asynchronous 
interactions create challenges when dealing with human communication, education, and 
relations. Jordan et al. (2013) stated, “asynchronous, computer-based instruction was not 
equivalent to traditional didactics” (p. 1). Both Rose and Jordan et al. (2017, 2013) 
compared the traditional lecture format in favor of asynchronous education but urged 
caution when interacting with non-proximal students. Notwithstanding, online music 
instructors can integrate technology into their curriculum with the help of lesson 
databases and streaming services. 
 A spiral curriculum increases complexity each time the student visits an idea, as 
seen in the articles, The Spiral Curriculum (Johnson, 2012), and “What Is Bloom’s 
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Taxonomy? A Definition For Teachers” (Heick, 2019). In The Spiral Curriculum, 
Johnson (2012) defined the three stages of human cognition: enactive, iconic, and 
symbolic. The author discussed how students revisit topics, and when they do, they put 
new information into a new context relative to old knowledge (Johnson, 2012). Heick 
(2019) pondered at how Bloom's Taxonomy is useful for the educator. Heick (2019) 
divided the framework into six levels. He investigated how the framework helped “create 
assessments, evaluate the complexity of assignments, increase the rigor of a lesson, 
simplify an activity to help personalize learning, design a summative assessment, plan 
project-based learning, frame a group discussion, and more.” 
In Tim Fisher’s (2019) article, “What is Bandwidth Throttling?” he discussed the 
purposeful control of bandwidth speeds in an Internet connection. This control limits the 
speed information can be accessed online and how he views it as a critical setback to 
online education. Throttling causes awkward pauses and frozen screens from buffering 
during lessons. Internet service providers (ISP) limit bandwidth in order to “to decrease 
congestion over their network, which lowers the amount of data they have to process at 
once, saving them the need to buy more and faster equipment to handle Internet traffic at 
that level” (Fisher, 2019, p. 2). As a consumer, there are ways to avoid bandwidth 
throttling, such as Virtual Private Network Services (VPN), which mask the type of 
connection the Internet sees, or a web-based torrent client. The client redirects 
information and thereby changes the way the browser session appears to a service 
provider. 
         Regardless of interaction, after online educators create a document outlining 
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procedures and methods to be followed or prospectus, it then befalls the teacher to 
question the instruction method to use for their teaching platform. In areas including 
online student assessment and curriculum design, educators need to rely on the adoption 
of new technology to discover “which technology works best for which desired teaching 
outcome” (Carlson, 2012, p. 335). Carlson (2012) acknowledged how implementing 
devices such as tablets, computers, smartphones, and smartwatches into the curriculum 
relative to the increasing assortment of technologies challenges the online instructor.  
Examples of Online Music Instruction 
 Some instruments, such as the guitar, require knowledge of multiple notation 
systems. As noted on Berklee Online, there are typically three different types of guitar 
notation (Feist, 2018). These include the traditional method of notes and staff, tablature (a 
system of musical notation based upon a player’s finger position, as opposed to notes 
showing rhythm and pitch), and finally, the use of fretboard diagrams. Educators struggle 
with the incompatibility of non-traditional notation methods such as tablature and 
fretboard diagrams, into traditional academic musicianship. Berklee College of Music’s 
Former Assistant Chair of the guitar department, Rick Peckham addressed the notion that 
online education has limited options. He stated, “If you do have access to a good course 
online that has things in a sequential order so that you are building skills, there is no way 
people can stop you from learning” (ArtistsHouseMusic, 2012). There are many websites 
offering access to free, pre-recorded lessons and other supporting materials (e.g., 
YouTube), as well as those offering subscription-based sites, e.g., GuitarTricks.com, with 
fees ranging upwards to a few hundred dollars. 
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 Websites such as YouTube, Dailymotion, Vimeo, and Twitch make it possible to 
post videos online in minutes and reach a much broader audience than local face-to-face 
interaction. Jamie Knight, a high school teacher, credits “YouTube [as] one of the most 
important resources that has ever been made available to educators” (Rudolph & Frankel, 
2009, p. 155). As Rudolph and Frankel (2009) pointed out, even with the disadvantages 
of instability, the lack of a rating system and the risk of copyright infringement, authors 
such as Biamonte (2011) credits many advantages to YouTube’s distribution method. In 
2017, over 30 million people visited YouTube per day, uploading 300 hours of video 
every minute (Donchev, 2017). In February of 2020, a Google search of “Guitar Lessons” 
produced 282,000,000 results.  
 YouTube embeds itself in popular culture as one of the most popular websites on 
the Internet (Biamonte, 2011). Educators who incorporate technology, such as YouTube,  
 into their curriculum post topical lectures, are resulting in millions of essential concepts 
for each style, variety, and technique.  
 In addition to video-hosting websites, there are comprehensive video libraries 
with hundreds of modules. Studies such as Homenda’s (2011), queried into how music 
libraries used video-hosting websites, such as YouTube, to send information to a broader 
audience. Sites like Jam Play and Active Melody, to name a few, offer subscribers 
unlimited access to all online examples supplemented by tablature (tab) (Figure 2) and 
other study materials at a monthly cost. Lessons range from pentatonic soloing 
techniques, blues scales, harmony, rhythm exercises, string skipping, septonic scales, to 
phrasing. In addition to the archive, a Video Exchange® Learning platform exists to  
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Fig. 2 – Tablature Examples of a C Major and an A Minor chord on Guitar 
 
allow for custom-tailored feedback. 
Instrumental online education is not limited to the guitar. Teachers of symphonic 
instruments such as the violin, cello, and brass also use online resources, such as 
instructional exercises and reference music libraries, to teach. In addition to sites such as 
Udemy, Lessonface, TakeLessons, Violinlab (violin), and Cello-Academy, Cello Online, 
and Cmuse (cello), the John F. Kennedy Center for Performing Arts and the National 
Symphony Orchestra (NSO) offer Perfect Pitch. Perfect Pitch is an online music 
education program aimed at middle school students in hopes they explore the sounds and 
history of symphonic instrumentation (Music Teachers National Association, 2008). 
 Pike and Shoemaker (2015) used online piano instruction to facilitate 
demonstrations between Louisiana State University and the University of California-Los 
Angeles as well as coordinate a “growing online music program” at the MacPhail Center 
for Music In Minneapolis (p. 13). Piano students can also find instruction at Dallas Music 
Lessons, Playground Sessions, and HDpiano where drum students could use Drumeo, 
180drums, and Drum Ambition along with Skillshare, Wyzant, and Secrets of 
Songwriting for students interested in songwriting. These are only a few options found 
very quickly using an Internet search. The list of options is growing. According to Adroit 
Market Research (2019), expected options in the online music learning market could 
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reach 143.3 million by 2025. 
 When educators utilize chat rooms and subscription sites, they can move away 
from various challenges, such as asynchronous teaching and poorly transcribed songs. 
Klopper and Weir (2015) stated that using a chat room “substantiates the pedagogical 
possibilities and practicalities of implementing instructional delivery technologies to 
augment music education as a valuable and productive way forward” (p. 42). As a result, 
instructors can include more well-rounded studies of instrumental techniques into their 
curriculum design.   
 Harrison (2010) affirmed Peckham’s notion of limited options by stating, 
"instructors should remember that guitar instruction is a relative newcomer to the 
academic world” (p. 55). If online educators hope to lead the way for instrumental 
instruction, they need to weigh the options for how the Internet delivers effective 
instrumental instruction. 
Technology-Oriented Online Communities 
 Some schools use machinery as a tool for personalized and competency-based 
online learning evaluation systems, for instance, the Khan Academy and the TECCA 
Connections Academy (TEC). Petersen (2017) acknowledged an increase in learning 
complexity citing “technology is playing a critical role in improving assessment” (p. 6). 
The Khan Academy and TEC’s new calculation system helps develop educator 
proficiency while equipping teachers for the unique challenges of online instruction. 
Edwards, Perry, and Janzen (2011) qualified a competent online educator as one with 
high standards with an affirming nature to their teaching, and an influential personality. If 
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an instructor possesses these qualities, in addition to electronic training, their online 
pedagogy will support their teaching. Instructors might practice and demonstrate mastery 
of all aspects of online teaching ranging from creating and modifying lessons to 
understanding the technology necessary to deliver the lesson. The demand for new 
technology-oriented online communities like The Commonwealth Education Hub in 
London, that supports improving education and training through “connection, 
consultation, collaboration, and collection” (2019), impacts both the distribution and 
creation of educational content by sharing values and motivating educators. In all of these 
examples, successful online teaching comes from those who learn how to utilize current 
technology in conjunction with pedagogy. 
Integrating Technology into Pedagogy  
 Mehlinger and Powers (2002) stated that teachers generally teach the way they 
were taught and are best at “preserving institutional traditions rather than changing them” 
(p. 275). In order to understand how their early experiences shaped the career path of the 
participants, I needed to address the question of how technology evolved with their 
transition into teaching. Keengwe, Onchwari, and Onchwari (2009), along with Ertmer 
and Ottenbreit-Leftwich (2010), examined the necessary characteristics of technology 
and how those characteristics can change. 
 Keengwe, Onchwari, and Onchwari (2009) explored three pedagogical areas: a 
learner’s unique identity, active learning environments, and integrating technology into 
instruction. The author stated that “while technology can play an important role in 
restructuring teaching and learning practices, teachers must take a leading role in 
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designing appropriate learning environments that effectively incorporate technology to 
help their students learn well with technology” (Keengwe, Onchwari, & Onchwari, 2009, 
p. 12). Study into how teachers integrate technology into their pedagogy might help 
academics question if educators are willing to integrate their traditional teaching practices 
and accept the impact of technology. It makes some educators uneasy “at the thought of 
changing even the time” of their familiar teaching (Mehlinger & Powers, 2002). Harris 
(2000) said, “The tremendous technology potential will only be realized if we can create 
a new vision of how technology will change the way we define teaching” (p. 2). 
Keengwe, Onchwari, and Onchwari (2009) concluded that the best way to benefit from 
technology is to integrate the curriculum into technology, not the other way around. 
Ertmer and Ottenbreit-Leftwich (2010) thought technology was a requirement for 
effective teaching, regardless of whether the lessons are online or in-person. In order to 
accomplish any task, whether professional or personal, teachers need “to expand their 
knowledge of pedagogical practices across multiple aspects of the planning, 
implementation, and evaluation processes” (Ertmer & Ottenbreit-Leftwich, 2010, p. 260).  
 One of the most significant pieces of technology to several of the participants in 
this study was the printer. Before the printer, each teacher wrote out their assignments, 
theory examples, lead sheets, and musical illustrations by hand. The addition of the 
printer provided opportunities for their curriculum complexity to grow and the freedom to 
use the extra time to focus on teaching. Every participant started to make copies of note-
for-note musical examples while helping the student to build a collection of source 
material in their learning. Also, the printer lowered the cost endured by the student. Each 
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educator was able to provide one or two pieces of paper without requiring the student to 
purchase the entire book. By having complete control of their textbooks, the educators 
were in charge of their curriculum. If educators can, as Ertmer and Ottenbreit-Leftwich 
(2010) suggested, apply their knowledge to pedagogy using available technology, and 
allow that pedagogy to exist as an everchanging idea, then yes, they can evolve and 
utilize technology as a resource.  
Changes to Music Education 
The Internet and expanded access to technology have changed education in 
numerous ways. The amount of information and technology today would have seemed 
inconceivable as little as a generation ago and are “transforming approaches to teaching 
and learning” (Savage, 2007). Savage documented and analyzed the use of new 
technologies in formal music education, explicitly how the introduction of new 
technology can change a pedagogical approach. His participants stated how they used 
technology to change their curriculum to “make it more stimulating and relevant” (2007, 
p. 69). However, findings showed that technology was only as important as choosing 
learning objectives and learning outcomes (Savage, 2007).  
 There are more challenges to most beginning instrumentalists than technology 
integration in their lessons. In 2005, only three states, Virginia, New Mexico, and 
Nevada, offered guitar classes in public schools for longer than ten years (Swick, 2017). 
Even if school systems offer guitar classes, settings such as school orchestras, marching 
band, and choir face the challenge of “finding qualified, licensed music educators capable 
of teaching guitar as a serious instrument” (Swick, 2017). As a result, instrumentalists 
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such as guitarists tend to obtain direction elsewhere. If educational organizations are 
fortunate enough to find an acceptable teacher, they then deal with issues of technicality, 
dexterity, and chord knowledge of beginning guitar students (Harrison, 2010). 
Unfortunately, most guitarists are more likely to sign up for a guitar lab with only 
guitarists involved in the class than the orchestra or band (Music & Arts, 2015). This 
avoidance could be due to the lack of existing guitar music in a band or orchestra setting. 
As of March 2019, the sheet music provider, JW Pepper, only offered eight pieces of 
music for the Jazz Ensemble with Guitar Solo compared to 83 for trumpet. However, 
there are a hopeful 71 Solo Jazz Guitar pieces. 
Even though the growth has been slow, more schools are offering guitar classes 
than ever before. Programs such as Mr. Holland’s Opus Foundation, VH1’s Save the 
Music, the Grammy Foundation, and the Fender Music Foundation provides musical 
instruments to classrooms and music programs (Music & Arts, 2015). However, with the 
creativity and patience of quality educators taking the time to create a suitable 
curriculum, online education will continue to present opportunity and proficiency, even if 
not in the traditional setting. 
Summary 
 Mishra, Koehler & Cain (2006, 2013), Shulman (1986), and Graham's (2011) 
research helps to refine the TPACK framework in analyzing equipment use and the 
integration of technology, content, and pedagogy in instrumental instructional lessons. 
Using TPACK as a framework while studying the field, opportunities, challenges, and 
selected examples of online education assist educators in preparing their curriculum and 
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help to answer the question as to why students are looking for their musical education 
online. Study participants aid in reforming modern education and building online 
pedagogy, which helps researchers study curriculum design and technology integration.  
 Studies into technology integration mean to aid educators in presenting 
compelling lesson material. Through the examination of prominent online educators’ 
curriculum design and creation, studies can determine if and how much of a role 
technology plays in distance education. The influence of technology on experience, 
curriculum development, and pedagogics, as seen using the TPACK framework to 
understand technological assimilation in education, can benefit educators' understanding 
and use of technology. Teachers can persist and thrive in online music education if the 
growth of technology occurs alongside a significant advance in pedagogy. If technology 
and curriculum can advance together, both distance learning and traditional platforms 
have the potential to prosper in all forms of instrumental education.  
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CHAPTER THREE: Illuminating the Process 
 
Research Design 
 In this qualitative study, using the TPACK framework to understand 
technological assimilation in education, along with the help of ten online educators, I 
examined the integration of technology related to experience, curriculum development, 
and the pedagogy of instrumental instructors who use technology in their lessons. I 
designed the research to “link the data to be collected (and the conclusions to be drawn) 
to the initial questions of study” (Yin, 2009, p. 25). I strove to understand how instructors 
experience similar learning circumstances and how those situations might affect music 
education when questioning “what should be studied” (Brinkman, 2013). When looking 
for relevance, my research questions dove into online curriculum development, lesson 
approach, comparing online to in-person lessons, and how technology factors into 
teaching. I studied the subject matter using the underpinning theory by examining the 
extent to which each instructor related to and embraced technology. I studied the extent 
(if any) technology is a facet of education employed in online curriculum and distance 
education by highlighting comparable and unique participant experiences. When dealing 
with whom to sample, online educators fitting specific criteria were selected. By 
investigating the background of each educator, I interpreted how conceptions and 
orientations comprise instruction.  
 Previous research studies using TPACK as the framework tend to focus on 
teacher education. Researchers question how it is necessary to help prepare the educator 
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for something new instead of how they use the knowledge they already possess. Instead 
of learning new knowledge, researchers might question how instructors apply their 
experience to a new format (Cox, 2001; Krause, 2016, Mehlinger & Powers, 2002; 
Voogt, Fisser, Pareja Roblin, Tondeur, & van Braak, 2013; Voogt & McKinney, 2017). 
As a result, studies similar to this study are low in number. 
 To analyze the participant’s answers and recollections accurately, I conducted a 
collective case study comprising of voluntary in-depth interviews using both biographical 
and constructionist perspectives. My goal was to use interview research based on Audrey 
Trainor’s (2013) semi-structured format using open-ended questions to elicit a response 
from participants. In hopes of recording a detailed account of this particular group of 
online educators, I conducted four interviews in-person, and six were online. I recorded 
all interviews on an iPad, iPhone, and a Dictaphone, with the online conversations 
chronicled using QuickTime. The video, as well as audio recording and field notes, 
allowed me to observe and assess the participants during the interview without 
distraction. The interviewees consisted of business owners, employees from Berklee 
College of Music, as well as multiple online instructors with backgrounds in guitar, 
violin, piano, cello, drum, and songwriting education. The study refers to each participant 
using a pseudonym for anonymity in the analytical process. 
 To maximize diversity in my gathered data sources, interviewees included 
educators from a range of categories selected using an accurate probability-based 
sampling method. Probability sampling, according to Trochim (2020), is “any method of 
sampling that utilizes some form of random sampling” (p. 1). This type of sampling 
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involves a “selection process in which each element in the population has an equal and 
independent chance of being selected” (Landreneau, 2005, p. 1). As a result, every online 
educator had an equal chance of being selected if they possessed a substantial student 
base or having shown a significant contribution to a comprehensive online curriculum, 
which provided the study with an accurate representation of the population in question. 
Using Trainor’s (2013) second touchstone, I interviewed individuals in positions of 
experience that could respond to my questions with qualified answers. The intent for my 
sampling choices was to accurately represent the knowledge of a larger population of 
online music educators.  
I expected and embraced new questions during the interview process (Nigatu, 
2009). The interview guidelines required elimination, addition, or modification due to the 
slow and non-linear data materialization from each interview. As Hennick, Hutter, and 
Bailey (2011) identify, data collection allows the interviewer to "refine questions and 
topical probes in a following interview" (p. 111). Analyzing each interview after its 
conclusion and before conducting the next interview, enabled me to focus on the 
direction of the study and the level of pertinent information obtained from each 
subsequent participant. 
The interviews lasted, on average, 90 minutes. During this time, the majority of 
the conversation centered around curriculum design. The conversation targeted the 
approach to teaching and curriculum development. I was looking for patterns or shared 
methods between the participants by focusing on how technology factored into the 
process. Initially, I inquired into synchronous versus asynchronous lessons. However, 
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after two interviews, based upon the iterative process of adapting my study as I went, I 
chose to discontinue this line of questioning. I could see that this presentation method 
was not a factor in curriculum design or lesson choice. Instead, I questioned how, when 
the participants were students, their lessons compared to the exercises they teach as an 
educator. I asked how much of the curriculum came from early student experience versus 
teacher expertise. 
 I developed the case study using multiple examples of interview research built 
around an iterative design. Since qualitative interviews are “prepared, conducted, 
analyzed, and reported to some kind of plan” (Brinkman, 2013), I used a question and 
response strategy in a semi-structured interview setting. I asked open-ended questions 
hoping to elicit details and explanations. With a loosely-based questionnaire, each 
interview probed into several distinct areas. The areas consisted of the educational and 
musical experiences of each instructor to establish qualifications and pedagogical 
standards, the interviewees’ opinions and values concerning online and distance 
education, and questions into each instructor’s approach to curriculum design and 
teaching. I pondered the use and influence of technology by the instructor and any 
thoughts regarding learning opportunities in online education. Each participant’s stories 
and experiences provided insight and perspective into all of the inquiries, as mentioned 
earlier. The conversations helped to uncover any topics I needed to reword as well as to 
discover unusable data or off-topic discussions for the next interview. 
Participant interviews, field notes, and observations assisted in providing support 
for the findings when analyzing and interpreting data. A detailed description of each 
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educator’s behavior led to new ideas for future interviews. By comprehensively 
describing these circumstances, I hoped to place the participant’s actions into a 
meaningful context to the reader. To understand my participant’s experiences, I used 
narrative inquiry.  
Narrative inquiry uses experience and stories people tell to frame their lives. How 
they chose to tell their stories revealed insight and meaning into a constructed account of 
experience (Wertz, Charmaz, McMullen, Josselson, Anderson, & McSpadden, 2011). 
Using narrative research helped to produce overviews of thinking, actions, meanings, and 
attitudes, specifically of first-person spoken word accounts of experience. The 
testimonials provided context and understanding to a thoroughly illustrative end product. 
Narrative research offered “the possibility of exploring nuances and interrelationships 
among aspects of experience that the reader might apply to understand better other 
related situations” (Wertz, Charmaz, McMullen, Josselson, Anderson, & McSpadden, 
2011, p. 239). Once transcribed, assigned narrative codes organized the participant's 
answers into layered meanings so I could assign focus on the stories and lives of the 
participants relative to my research questions (Atlas.ti, 2019, Wertz, Charmaz, 
McMullen, Josselson, Anderson, & McSpadden, 2011). 
The interviews included a series of open-ended questions with the open-ended 
possibility of follow-up probes for more detail if necessary. Appendix A lists the general 
outline for the questions. These were broad enough to allow a thoughtful response but 
still focused enough to prevent participant uncertainty and topic drift without the use of 
simple yes-or-no answers. Interview questions revolved around each participant’s 
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educational training, their qualifications and standards, curriculum design, in-person 
versus online lessons, teacher requirements, and finally, their opinions regarding online 
education. The questions helped me to illustrate the educators’ learning situations and 
curriculum concerns, as well as how they view the field of online education. 
Case Study Participants 
I recruited my participants using posted notices on several social media platforms. 
I asked for online educators regarding a study into their curriculum design and openly 
invited interested parties to contact me. I quickly received dozens of interested and 
potential inquires. Knowing the review was going to consist of a limited number of 
collaborators, I wanted to vet the best possible participants. Each interviewee received a 
brief proposed study description and a consent form via email or in-person, depending on 
the location of the interview. In the introductory letter, I requested that each teacher 
acknowledge his or her participation in the study.  
I chose the participants using a collective case study based upon having a 
substantial student base or a significant contribution to a comprehensive online 
curriculum. My goal was to ask what kind of participant I needed, where would they 
come from, and how would I select them (Uprichard, 2011). Each participant’s inclusion 
in the study and selection depended, in addition to student base and online teaching 
format, upon their interests and qualifications based on limitations such as convenience 
(i.e., location), interview scheduling conflicts, and experience in the subject matter. The 
educators then had to answer a few questions regarding their relevance to the study. Once 
I had the first few participants, I quickly began to organize the schedule of interviews.  
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 The most significant challenge to the investigation was to coordinate the 
interview schedules based upon both my and the participant’s work timetables; however, 
since the interview stands as a vital piece of case study work, the extra effort was 
necessary. Based on my preliminary explorations with the participants and their online 
presence, I encountered several educators desiring to be a part of the investigation. I 
eventually had to limit the number of candidates. I chose ten based upon who volunteered 
first, their background, whether or not they qualified for the study, and participant 
availability. Each participant had one interview intended to prevent close association 
between myself, the interviewer, and each educator. I purposely tried to regulate the time 
and duration of each interview; nonetheless, some interviews were longer than others. 
Using a semi-structured interview, an outline, a similar order of questions during the 
interviews, and an open-ended format as suggested by Ziniel (2010), I was able to 
streamline the interview and reduce questions, respondents, and interviewer-based bias 
during the study. 
Data Collection 
Data collection in the study took place through interviews. I conducted four 
interviews in person, five through the online video conferencing program Skype, and one 
using Apple’s proprietary video-telephonic communication program FaceTime. Phone 
interviews were not necessary. 
 The interview questions addressed each instructor’s pedagogical background, 
music education, instrumental education, work environment, technological issues in their 
workspace, development of a course of study, benefits and drawbacks of teaching online, 
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and any possibilities they foresee in distance education. Using the TPACK framework to 
understand technological assimilation in education, in conjunction with the help of 
several online educators, I examined the impact technology has on experience, 
curriculum development, and pedagogics. The participant questions regarded (a) how 
teachers learn musical content knowledge, (b) how teachers transform information into a 
curriculum their students can comprehend, (c) how teachers choose the material to use in 
their pedagogy, and (d) how technology affects these decisions. These discussions 
provided a platform to describe the content, the participants, and their activities of 
interest. 
My goal was to interview and complete the transcription for two educators per 
month. Before the interview, I presented the participant with a consent form via email or 
in-person, depending on the interview location. The purpose was to provide essential 
information as to the investigation purpose and to allow the instructors to ask questions 
concerning the interview or survey. If the participants at any time were to become 
uncomfortable during the interview, we would take a break or stop. Fortunately, this 
never occurred. The participants were advised not to answer any questions that made 
them uncomfortable and that they could withdraw from the study at any time. Finally, the 
educators had their rights explained to them via consent form. After I transcribed the 
interview, I presented each participant with a signed copy of the interview. Until they 
approved the transcript and returned their signed consent form, I did not use the data. 
During the reflection phase, I planned for space in-between interviews to allot 
enough time to transcribe and begin analyzing the data (Le, 2019). As step one of my 
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iterative process, I interpreted the data and decided what actions needed to take moving 
forward (Glesne, 2016). Moving into the action phase, I was able to start generating 
meaning to the data and began to categorize the data into groups through coding (Kekeya, 
2016). As themes started to develop, I was able to make adjustments to the scripted 
interview guideline as I deemed necessary.  
I refined the concepts, relative to the research questions, as the investigation 
progressed, and classifications developed from observations and preliminary interview 
experiences. As a result, the questionnaire would sometimes change slightly before the 
next interview. This process involved streamlining the interview and questionnaire. The 
context of the question remained the same, but the delivery or wording of the question 
might change. 
Recorded interviews and transcripts aided in the data analysis while ensuring the 
themes and observations related to one another. The conversations also helped to develop 
new concepts and interview questions, which emerged during the initial analysis and data 
organization. The interviews made it possible to link new data to the literature listed 
earlier. I then sorted the results into general themes, patterns, and codes describing all 
observed phenomena. 
No information utilized in the study identified the participants by name. Any 
information the educator wished discarded was not included in the data analysis but 
remained in the privately held transcription and video / audio recordings. Any identifiable 
personal information will not be made available to the public. 
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Data Analysis Using an Iterative Process 
 I used an iterative process to analyze my data to generate units of meaning to my 
findings. By using interviews, observation, audio and video recordings, along with field 
notes, I was able to produce codable categories, themes, and data applicable to the 
research questions in this study. Since iterative “refers to a systematic, repetitive, and 
recursive process in qualitative data analysis,” I repeated the analytical process in 
precisely the same manner for each of my participants (Mills, Durepos, & Weibe, 2010). 
To incorporate the iterative method, I needed to use what I learned during an early 
analytical stage and apply that knowledge to the remainder of the research (Le, 2019). 
This process “ensures that information-rich participants are included in the study” (Mills, 
Durepos, & Weibe, 2010), and by not following a set timeline, I was able to generate 
“richer and more useful qualitative data” (Le, 2019).  
 As demonstrated by Kekeya (2016), I applied five analytical techniques to the 
data. These five techniques were (a) organizing data, (b) generating units of meaning, (c) 
constructing categories, (d) developing themes, and (e) writing the theory. (Figure 3). I 
organized the data using transcriptions in my first step. I began coding the data using 
Saldana’s (2016) criteria to define a unit of meaning and grouped the codes into seven 
categories (Appendix C). I repeated these first three steps multiple times to understand 
the meanings related to this study and research questions. I moved back and forth 
between interview transcriptions for data collection and continuously tried to preliminary 
analyze the information gathered. My goal was to find emerging themes to shape 
subsequent interviewing decisions and “to engage with the process of continuous 
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meaning-making and progressive focusing inherent to analysis processes” (Srivastava & 
Hopwood, 2009, p. 77). The final two stages, developing themes and the write-up, 
commenced after I completed the interview process. 
 
 
Fig. 3 - Iterative Framework for Interpreting Qualitative Data (Kekeya, 2016) 
 
     I based data categorization on interpretation, analysis, and consideration 
concerning the appropriate TPACK classifications. I used transcribed interviews, 
observational field notes, and qualitative coding methods to aid in the analysis of my 
data. The cataloging built a detailed musical lesson history for each participant 
highlighting their involvement in the education community. It is my hope by using 
narrative analysis, the participants’ experiences, along with the literature, data, and field 
notes, placed online learning into insightful, coherent, and relatable circumstances for 
other instrumentalists and educators. I decided what was significant and insignificant by 
linking ten participant’s facets of experience together with the hope of an analytic scheme 
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Inductive interpretive criteria are concerned with data being interpreted and 
analysed from the perspectives of the participants using systematic and explicit 
rules (Cohen et al., 2011; Creswell, 2007), while semantics means the data are 
interpreted and analysed by relating and listening to meaning of words, 
phrases, sentences and paragraphs to understand better from the perspectives of 
the articipants of that particular socio-cultu al setting (Sarantakos, 2005).  
 
The five major techniques which the researcher applied to analyse the 
qualitative data inductively, including data organization (Best & Kahn, 2006; 
Patton, 2002), generation of unit of meanings, construction of categories, 
developing themes and writing the theory (Cohen et al., 2011; Glaser, 1978, 
1992, 1994; Glaser & Strauss, 1967; Matthews & Ross, 2010; Newby, 2010). 
These five major iterative techniques the researcher employed are illustrated 
below, and are expanded upon in the following paragraphs. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure1: Iterative framework for interpreting qualitative data  
 
Organization of data 
 
Organization is important for quality man geme t and naly is of volumin us 
qualitative data which are generated from audio-taped, videotaped and 
documents in the interpretive qualitative study (Best & Kahn, 2006; Creswell, 
2007; Patton, 2002). The researcher organized the teachers’ audio-taped, 
videotaped and documents separately from the students’ audio-taped and 
documents for each case study in each grade level (Grades 6, 7 & 8). The 
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emerging. 
 I analyzed my data while conducting the study using an inductive and 
comparative analysis strategy. Using the systematic procedure defined by David Thomas 
(2006) where specific observation objectives guided the analysis, my approach consisted 
of interpretations based on detailed readings of “raw data to derive concepts, themes, or a 
model” (Thomas, 2006, p. 238). The approach allowed my research findings to emerge 
from the frequent, dominant, or relevant themes inherent in raw data, without any 
preconceived restraint. 
Data Validity 
Multiple data gathering approaches provided triangulation of findings in an 
attempt to maximize the quality of the study. Regarding design quality, I considered the 
construct validity, internal validity, external validity, and reliability (Yin, 2009). To 
solidify construct validity, I used in-depth interviews, approved transcripts, observational 
field notes, and a meticulous memo-writing log to substantiate the validity and reliability 
of the research findings (Trainor, 2013). Using multiple case studies, establishing a chain 
of evidence, and having the participants review their transcribed interview reinforces that 
validity (Yin, 2009). To ensure internal validity, I assigned and matched any patterns I 
found in the interviews using codes (Appendix C). These codes helped to reveal the 
emerging themes in the narrative process. These themes helped to confirm external 
validity by making sure the findings applied beyond just one of the case studies (Yin, 
2009). Finally, for reliability, I worked with a specified accurate probability-based 
sampling method to obtain an increase in precision (Schreuder, Gregoire, & Weyer 
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1999). With the adequacy of the participants and their ability to meet the research aims 
combined with the use of multiple data collection methods, I discovered thick 
descriptions and layered accounts of the topics in question (Denzin, Lincoln, & Giardina, 
2006).  
Data Reliability 
 In order to reliably produce consistent results, there needs to be a definable 
sampling method, transferable research applicable to similar situations, detailed 
reporting, and trustworthy participants. I set forth before the start of my study to lay out 
specific rules for the selection of the participants in an attempt to limit the amount of 
bias. These rules, including having each educator verify the accuracy of their data, allow 
for reliable, more significant outcomes. 
 Establishing trust was not an issue in the study. I built my sampling method 
around educators with a substantial student base or having shown a significant 
contribution to a comprehensive online curriculum in order to have shared experiences 
and build rapport with the participants. Approaching the interviews as an indigenous-
insider who, as part of the music community and defined by James Banks (1998), I was 
able to speak with authority and knowledge while using my shared circumstances and 
similar musical educations to build a relatively trouble-free connection with each teacher. 
As Clandinin and Caine (2013) recommended, as a narrative inquirer, I became a part of 
the researched community and made meaning of the experience.  
 Each person openly discussed their experiences, history, teaching style, and 
curriculum design. With a mutually beneficial and respectful relationship, the interviews 
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revealed vital information to structure and propagate the dialogue while focusing the 
inquiry agenda. Out of respect to the educators, and in keeping with IRB expectations, 
each participant will remain anonymous. 
Data Storage 
 Any video, audio recordings, or paperwork generated during the interview period 
was compiled or scanned into a PDF form, mp3s, or Word documents. The videos and 
annotations gathered during the study will be kept on hard drives and will remain in my 
custody. After successful transcription, I saved the files for possible future reference. 
I will protect the privacy of the participating educators by keeping the interview 
recordings, transcriptions, and consent forms for five years on multiple external hard 
drives in addition to a password-protected computer in a locked file. I resolve to retain 
the data only for future research related to curriculum design and development. Only the 
researcher and the interviewee will have access to the interview recordings. 
Timeline 
The interview schedule spanned seven months. The study transitioned from 
deciding on the criteria for teacher participation, sample selection, the interviews, data 
collection, and finally, to data analysis. The dissertation schedule included time to 
coordinate and conduct the interviews, transcribe each account, have each participant 
review their dialogue transcript, and consent to using the data in the study. After each 
interview, I analyzed the data using an iterative process to anticipate problems and to 
inform future decisions and interview questions as relevant categories or themes 
emerged. The continuing interview process ran in tandem with transcription and analysis. 
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My study concluded when all ten of the participants approved their interview transcript 
and returned their signed consent form. 
Conclusion 
 With the assistance of online educators, I investigated how technology directly 
affects curriculum design. I probed into essential teaching responsibilities along with the 
benefits, drawbacks, and future of online education. Finally, I applied all data into the 
Technical Pedagogical Content Knowledge (TPACK) theoretical framework supplying 
the methods for participant selection, data collection, and data analysis. 
 Replication for further research could be straightforward due to the number of 
online educators available. Even if future studies cannot use the same participants, there 
exists a vast collection of willing participants to interview.  
 My intent for this study is to inform and foster further research in curriculum 
design and the integration of technology in other forms of online education. Using 
narrative inquiry to highlight each educator’s music experience with their curriculum 
design, each participant brought unique knowledge and perspective to the study. The data 
illuminate a suite of useful practices in online instrumental education while applying the 
concepts to multiple instruments. Instructors used in my study taught guitar, violin, piano, 
voice, clarinet, cello, and drums, but there are many more instruments available online. 	  
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CHAPTER FOUR: Findings 
 
Interviews 
The purpose of this study was to investigate how teachers use technology and 
how it affects their curriculum design. After introductions, the conversations went 
smoothly, and each helped me to eliminate any unnecessary questions. Every interview 
helped me learn how to phrase questions without leading the educator into a predictable 
answer. However, the most useful aspect of the conversation was the realization made 
early on to let the interviewee talk. I could sense my anticipation to speak like a normal 
two-sided conversation, but I quickly recognized how much more beneficial it would be 
to the study if I just listened. 
It is worth noting Carl’s interview was the longest of the study. The questions and 
answer portion of the meeting lasted about two hours, but after I concluded the interview, 
he wanted to know more about my background. Carl was the only teacher who asked 
about my experience as an online educator and how I designed my curriculum. His 
interest could create bias in the interview. However, I did not use any topic discussed 
after concluding the interview questionnaire in the data analysis or transcription.  
The interviews began with questions about the educator’s background. I wanted to 
know about their educational history, their teacher(s), and how their teachers used 
technology. Next, I moved onto teacher qualifications and standards. I questioned what 
motivated the educators to start teaching, and when that occurred. Once I established a 
baseline, primarily for my understanding, I was able to concentrate on the use of 
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technology. I wanted to know if the participant used technology in their lessons that they 
had not seen in any previous lesson experiences. If the answer was yes, I asked when they 
started doing things differently. 
         Investigating the individuals’ experiences as a student opened up the interview 
into teaching methods. Without exception, the instructors felt very comfortable 
discussing their style of instruction and how it changed from when they first started 
teaching compared to where they exist now. We considered both the evolution in the 
curriculum plus the approach. 
Some of the main topics discussed were the concepts or techniques teachers used 
more often regardless of prevailing technology. These concepts included breaking down 
difficult concepts and presenting them in a clear and logical step-wise manner counting 
any notions the educators tried but unfortunately did not succeed. Even though not every 
participant conducted private lessons, I wanted their opinion if they would differentiate 
their curriculum for in-person lessons compared to online. I wanted to see if individual 
educators would present concepts similar to other instructors. 
         Next, we discussed the lesson format. We talked about the average length of the 
lessons, and I had each participant take me through the structure of the experience. I 
wanted to know how the educator conducts a thirty-minute lesson. What happens during 
the first 10 minutes, the second 10 minutes, and finally, the last 10 minutes? 
         After having the participant describe their curriculum design, I wanted to know 
their opinions regarding other educators’ methods. I questioned if there was anything the 
participant thought was important in teaching music. We discussed at length what every 
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instructor should be able to do and explain. Finally, I wanted to know the opinions 
regarding the responsibilities every instructor ought to hold as educators. 
         Subsequently, we discussed online education as a broader topic of interest. I 
inquired into the benefits and limitations of online learning. I questioned how these 
opportunities or restrictions could enhance or detract from the experience of studying 
online. 
         The interview concluded with an inquiry into the future of online education. The 
questions included developments and trends in technology that may advance or impede 
online training and curriculum development. Topics included online speed and 
availability, of which every participant voiced their opinion very strongly. 
         Finally, I asked for suggestions regarding the questionnaire. The assemblage’s 
ideas helped to solidify cooperation and help seed continued interest in the study if 
follow-up questioning proved necessary. 
 I organized the data in this chapter based upon an approximate timeline of 
participant development. Starting with their musical background, I studied the transition 
as a student into how they started teaching, including how influences from their past 
became part of their curriculum design. I subsequently moved into the participant’s use of 
and their integration of technology into their pedagogy. I then separated the rest of the 
chapter into how the participants approached their students and different teaching 
situations, either online versus in-person. Next, I presented what the participants viewed 
as the essentials to teaching and the responsibilities of a teacher. Finally, I conclude the 
chapter with a look at the future of online education.  
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Fig. 4 – Participants’ Teaching Situations 
 
Educator Background (Teaching Qualifications and Motivations) 
Ava. The first educator, Ava, is a violin, guitar, and ukulele instructor who 
teaches online and in-person, in addition to using pre-recorded videos. At a young age, 
she played piano, saxophone, and after hearing her grandmother, violin. She also sang 
along to Broadway musical recordings. Once old enough, she participated in the school 
orchestra and choir performing at both school recitals and summer band camps. Even 
though Ava played multiple instruments, she only took private lessons for voice and 
Participants Instruments Online (Streamed) Online (Prerecorded) In-Person
Ava Violin X X X
Guitar X
Ukulele X
Brook Piano X X
ESL X
Carl Cello X X X
Daniel Guitar X X X
Edward Guitar X X X
Fred Guitar X X
Gia Guitar X X
Piano X X
Drums X X
Voice X X
Ukulele X X
Violin X X
Henry Guitar X X X
Iris Voice X X
Ukulele X X
John Guitar X
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violin, which continued through her education at Berklee College of Music. 
Brook. Brook is a public-school music educator who teaches both piano and 
English as a Second Language (ESL) online. She started taking piano lessons in the fifth 
grade and continued throughout college. Once in college, she added private voice lessons. 
Her performance opportunities included middle and high school, auditions for various 
competitions, and ensembles in both high school and college.  
Carl. Carl was a percussionist in elementary school, took private lessons, and was 
a part of the marching band. He switched to cello at 18 and eventually added guitar to his 
playing roster. Once he received the cello, Carl no longer took drum lessons but instead 
focused his instrumental education only on the cello. These lessons were entirely in-
person until four years ago. At such time, he started taking online Carnatic (Southern 
Indian Classical Music) lessons. He is the only teacher in the study who is currently 
taking and teaching lessons online. This inquiry was not a question I initially asked, but 
rather, Carl volunteered the information. 
Daniel. Daniel, a guitar instructor at the Berklee College of Music, began his 
career as a guitar player in high school. One afternoon in Connecticut, a salesman from 
the local music store came around to inform people about their guitar and accordion 
private lesson program. Daniel, at 12 years old, chose the guitar.  
Edward. Edward started playing guitar at age 18, one year before he attended 
Berklee College of Music. He had the least amount of experience with one-on-one 
lessons compared to all of the other educators in the study. 
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Fred. Fred’s lack of related information is a result of the interview setting and 
hectic time constraints. His interview took place in London, England, during a dinner 
meeting. Because we had a limited amount of time, I chose to focus on Fred’s expertise 
in online platforms and the technology used in his instruction. 
Gia. Gia started piano lessons at age five and added the violin in the third-grade 
orchestra. Three years later, she joined the chorus. Over the past 32 years, she has 
continually tried to learn new instruments without the help of other instructors. As of her 
interview, which took place using Skype in her business studio, she plays and teaches 
guitar, piano, drums, voice, ukulele, and violin. In addition to instrumental (including 
voice) education, she also offers instruction in songwriting. 
Henry. Because Henry’s parents did not believe he could make a living as a 
musician, he took it upon himself to try and find any way possible to play music. He 
played in multiple bands while in high school and eventually started his collegiate career 
at The Ohio State University. There Henry took all the music courses non-music majors 
were allowed to complete. Henry went to North Texas State, now called the University of 
North Texas (UNT), where he received an advanced degree in Music Education and 
“learned more about music education than just playing the technical stuff. It was 
shredding (a virtuoso guitar playing style utilizing various advanced and complex playing 
techniques, particularly rapid passages and advanced performance effects) and practicing 
with a metronome. It was pre-computer.” Currently, Henry is a Professor at the Berklee 
College of Music and is heavily involved with Berklee Online, including the 
development of a new curriculum for multiple on-campus and online classes. 
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Iris. Iris’ parents highly supported her dream and enrolled her in a performing arts 
school from fourth to twelfth grade. She started taking music classes and had access to 
multiple instruments. Iris had the choice to study saxophone, clarinet, or drums, but 
always wanted to sing. However, she was self-conscious of her voice. Feeling frustrated 
with her stage fright, she chose to play the clarinet because “it was easy to carry,” and it 
was an excellent way for her to “be still making music without having the pressure of 
being so hard on [her]self as a singer.” 
Iris continued to play clarinet throughout her senior year and ultimately worked 
up the courage to try singing in the choir. Her vocal pursuit lasted a year or two, but 
eventually proved “too nerve-racking.” As Iris entered college, she decided she “needed” 
to sing. Her studies with the clarinet had given her a strong education in theory, but she 
felt she still had a lot to learn about her voice. Eventually, Iris overcame her anxiety and 
dove into the vocal study. In the end, she completed a bachelor’s in Vocal Performance, 
and today, Iris conducts online group lessons with the online music education platform, 
TakeLessons, as well as performing, acting, and recording voice-overs for commercials 
in the Detroit, Michigan area. 
John. John’s musical journey started when he was eight years old, and his mother 
interrupted his TV time. She came into the room, kicked his feet, and told him he had to 
choose three different activities to occupy himself after school. John picked karate, 
horseback riding, and guitar. Of the three, the guitar is the only activity he continues. 
John took guitar lessons from a local music school in Bellingham, MA, for four years. 
After those initial years, his study included multiple private instructors, working as a 
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session musician in various recording studios, and sequentially, attending Berklee 
College of Music. 
Experience as a Student 
Ava. Ava’s first practical learning experience was a result of not having access to 
a piano teacher. Her parents bought a computer program called the Miracle Piano with a 
keyboard capable of hooking up to the computer. The program included structured, step-
wise scaffolding lessons on the software. Eventually, she lost interest in the piano, and 
through the encouragement of her grandmother, she started taking private violin lessons 
after school. 
The private lessons lasted from fifth grade to eighth, utilizing multiple instructors. 
Her first, a strict Russian violin instructor, did not incorporate technology into the 
exercises while the curriculum consisted of ear-training and demonstration via the Suzuki 
Method (Suzuki, 2007). Even though Ava continued with the ensemble class for the 
violin, she added one-on-one private voice lessons in high school. Once again, the 
teaching consisted of ear-training and sheet music without the use of technology. 
Brook. Brook’s early curriculum was entirely different. Her introductory lessons 
consisted of half an hour with the teacher and another thirty minutes in a computer lab 
utilizing music theory, ear training, and composition. She started on the piano with 
intermittent vocal lessons. With the formality of the theory lab, it is no surprise her piano 
teacher chose to use instructional manuals. Brook completed the Faber and Faber Piano 
Adventures curriculum (Faber & Faber, 1998) while her instructor supplemented the 
lessons with various sonatas in addition to different technical books. In addition to her 
 	
64 
	
private lessons, Brook performed in the high school worship band at church. This 
experience taught her how to play along with guitarists using chord charts or “lead 
sheets.”  
Carl. With both of his first two drum instructors in elementary school, Carl used 
the Essential Elements for Band Percussion (Lautzenheiser, Higgins, Menghini, 
Lavender, Rhodes, & Bierschenk, 2004). His third and fourth instructors chose to use 
printouts without a set formal book or regiment. Growing up and utilizing both methods, 
Carl incorporated the formal versus informal curriculum into his teaching style, and to 
this day, will use whichever way is best for his students. 
Daniel. Daniel had an excellent first teacher for the short-term, but unfortunately, 
was paired with what he considered an inferior second teacher. He would practice his 
scales and do his homework but felt uninspired by this new teacher. Daniel thought that 
the instructor was part of a formalized system with bland curriculum designs. Due to the 
lack of motivation to participate in the different, sterner system, he left his guitar sitting 
in the closet for a couple of years until he reached high school. By his junior year, he 
started to get a little more serious about music. Daniel began retaking lessons and focused 
on reading and learning chords. It was during these lessons he had a musical epiphany. 
He now knew he wanted to study music in college.  
As inspirational as Daniel’s lessons became, they did not include any form of 
technology. However, once he started college, that quickly changed. His formalized 
curriculum consisted of the Berklee Method workbooks (Levitt, 1999) and brought along 
the first appearance of technology in the form of a printer to Daniel’s lessons. 
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Edward. Edward had very little structure to his lessons. His lessons took place in 
the back of a music store. His instructor lacked a plan or structure and failed to use a 
method book. Sometimes Edward would ask to learn something specific, but the lessons 
primarily consisted of random ideas.  
Due to the negative experience, Edward believes the instructional programs from 
local music store educators lack a structured, quality curriculum regardless of the 
instructors and do not qualify as an educational experience. In this capacity, he thinks 
guitar instruction is not moving forward, and curriculum design needs to redirect its 
delivery methods.  
Henry. Henry had an entirely different experience taking lessons at his local 
music store. His positive experience led him to eventually choose to teach in a music 
store as his first instructional position. 
Gia. Gia had a positive outlook on her early lessons. Her multiple initial 
instructors optimistically encouraged her. As far as curriculum material, instructional 
books were used in her violin lessons, whereas she learned by ear in her piano training. 
All instructional materials were in a paper format, but there was a lot of figuring things 
out by ear. Since Gia did not want to study classical piano like other students, her 
instructor allowed her to learn what she wanted. Allowing Gia to have input to the 
curriculum proved a valuable learning tool for her. Seeing first-hand how to construct a 
personalized curriculum, she started to understand how to work with a student to design a 
music prospectus that works for both the instructor and the pupil.  
Iris. Iris never took private lessons until college. Her musical instruction was a 
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required component of her Vocal Performance studies and focused on vocal pedagogy 
using sheet music. Iris’ instructor taught based upon what her voice could do, and the 
fundamentals she needed to learn. Looking back, Iris feels that her instructor did an 
“excellent job.” The only complaint she has was the college’s required use of repertoire. 
The instructor could not include any music outside of an accepted song list, forcing Iris’ 
class topics to consist of pertinent issues to her instrument according to the school 
curriculum.  
John. John’s description of his early lessons was quite animated. He 
enthusiastically looks back on his guitar lessons with fondness, excitement, and 
inspiration. He remembers his teacher, Scott, trying to teach him some chords and using 
the Mel Bay Level I instructional book. Scott would work from the book for a portion of 
the lessons and then, at the end of the experience, would show John little bits of songs. 
How the Participants Started Teaching 
     Ava. Ava’s decision to begin tutoring came when she was a sophomore in high 
school. The choice was to fulfill her community service requirements for the National 
Honor Society. Her teacher had students in the elementary school who needed extra help. 
Ava would tutor these kids after school and during the summers to help get them up to 
the expected level in their orchestra classes. As a senior in high school, she started 
charging meager rates because she was “not a professional at that point.”  
After high school, Ava went to Berklee College of Music. During her time there, 
she stopped teaching due to the workload and her determination to focus on her studies. 
After graduation, Ava started up again when a fellow educator asked for help with a few 
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students who wanted to learn the violin. The lesson format was and is still, all one-on-one 
private lessons, which is the teaching structure she prefers. 
     Carl. Carl taught in high school. He had his instructor inform him one day, 
“You’re going to teach.” Being from a small town, Carl would drive to his students, 
along with his lecture material and drum set. Most of his clientele came from word of 
mouth. Parents would say, “My son wants to take drum lessons. I know you teach, and he 
knows you.”  
Brook. Brook’s transition into teaching came out of financial necessity. After 
graduating in 2013 with a bachelor’s degree, she started to interview and look for work. 
She began to work as a substitute teacher and ended up becoming a reading and math 
paraprofessional. However, Brook had a background in music and was unsure of how to 
teach reading. As a result, she began teaching piano and voice at a local music store. 
According to Brook, teaching is her whole life. Her daily routine consists of 
teaching English online in the mornings from 7 to 9, and then in the afternoons, she 
works on her graduate thesis. On many evenings throughout the week, she teaches online 
or in-person private music lessons in her home studio in addition to developing various 
preparation work for four different public schools. 
Daniel. Daniel’s teaching career started in a New Hampshire public school, not 
out of necessity, but rather, from interest. In the mid-1980s, he was offered a teaching job 
at a private school without any experience. Wanting to try something different, Daniel 
accepted the position but quickly regretted the decision. He acknowledged his lack of 
teaching experience, especially how unprepared he was for teaching band instruments. 
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During his second year, Daniel received a call from a music store in Manchester, New 
Hampshire, with a great music program, and quickly accepted the position. He would 
finish his shift at the high school at 2:30, drive to Manchester and teach from 4:00 pm to 
8:00 pm twice a week. 
Daniel eventually quit teaching high school and started teaching private guitar 
lessons four days a week. The career change put him in the right place at the right time, 
and as he says, “I loved doing the one-on-one. I felt like that was home for me.” During 
his time in Manchester, Daniel began conducting various summer programs in New 
Hampshire and the National Guitar Workshop in Connecticut. During his second year 
with the summer programs, Berklee College of Music called to see if Daniel had an 
interest in becoming a part of their faculty.  
     Edward. Edward started teaching as soon as he began taking lessons himself. His 
student roster included kids in the neighborhood. Needing money, Edward, during his last 
year at Berklee, started his own business. Right from the beginning, he taught online 
using Skype as his primary platform. By the time he graduated, he had about 30 to 35 
students. 
 Gia. Gia’s decision to teach music is a result of receiving a degree in Elementary 
Education and a Masters in Literacy Education. Initially, she was going to teach 
elementary school, with music being a “dirty little secret.” Growing older, she started to 
question if there was a way to combine music and her love of working with kids. After 
completing graduate school, Gia knew she wanted to own a business, but not sure how to 
achieve her goal. Going against all advice, she decided to open her music storefront. Her 
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company offered summer camps and aftercare programs in addition to lessons. Realizing 
if she was cautious about her business decisions, she could combine everything she 
learned through her education with her music skills and be successful.  
After moving to Clearwater, Florida, Gia began teaching online when a high 
school friend in Miami asked her if she would be able to lecture him through Skype. 
Technology-wise, these lessons took place before Skype could share a screen. To 
compensate, she used to mail her student hard copies of scales, and chord progressions, 
similar to early mail-order education or correspondence schools. Once the student would 
receive the material, they would conduct the online lesson where Gia could talk him 
through the handout. Currently, she uses the TakeLessons Classroom Program instead, 
making it easier for her students to download any material needed.  
Henry. Henry started teaching informal one-on-one guitar in his local music 
store. These lessons were his first pedagogical experience, except they lacked a 
curriculum. He remembers being locked away in a room and giving the students what 
they wanted so he could move on to the next lesson. However, the local music store made 
it possible for Henry to continue his passion for music and eventually took him to the 
University of North Texas. It was here, during his third year of studying for a Master of 
Music Education degree, he obtained both a graduate and improvisational assistantship. 
Looking back, he jokingly remarks, “The students certainly weren’t getting their money’s 
worth from me, but I sure learned a lot from that experience.” 
After completing his degree, Berklee College of Music hired Henry in 1986 as 
part of the ear-training department. There he started teaching ensembles and ear-training 
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classes in addition to writing ear-training textbooks for use throughout the college. As a 
supplement to the curriculum, Henry would record and coordinate transcriptions for use 
in class. Consequently, this was the first instance of him using technology as part of his 
curriculum design. The early endeavors were on cassette, and teachers could duplicate 
them as needed. Due to the format, the departments encountered problems with the tapes 
being at the wrong speed and tempo, and as a result, the incorrect pitch. Henry soon 
moved to Performance Studies and began leading more improvisation classes, including 
the Thelonious Monk Ensemble and the John Scofield Ensemble. As a result of his 
successful courses, he received a promotion to Assistant Chair and eventually Professor. 
The shifting of positions led to Henry teaching all nine levels of online lessons given by 
the guitar department, and its guitar faculty.  
Iris. Iris began teaching during high school. It was her senior year, and her friends 
asked her for vocal and piano lessons. It was not what she wanted to do; however, when 
she began teaching, the process became fun and quickly “snowballed.” After having a 
child and deciding to make music education her career, she began to partner with 
libraries, schools, and recreation centers as an outlet for her to conduct group-based 
music instruction classes. 
 John. John gave his first “very unsuccessful” guitar lesson in high school. The 
student was his neighbor’s older sister, and he lacked the experience to teach her the 
curriculum she wanted to learn. Naively, John told her they could learn together, but the 
student said, “I can learn it out of a book myself.” Notwithstanding, he continued to teach 
and started to gather a student roster.   
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Pedagogical Content Influences 
 The answer to the question, do early experiences as a student influence 
curriculum development and pedagogics, is answered through patterns and relationships 
revealed in the data. Chronologically, every participant began to learn an instrument at a 
young age. These instruments included the piano, saxophone, violin, voice, drums, cello, 
guitar, ukulele, and clarinet. The majority of the participants were influenced by either 
their parents or in two cases, specifically their grandmother. 
     The participants who first learned the violin, piano, drums, cello, and the guitar 
had private music lessons. In contrast, the students who started learning to play the 
saxophone, clarinet, and ukulele participated in ensembles or bands in their schools. 
Weekly lessons took place primarily in either a music store or at their primary education 
(K-12) in a group setting. In all but one of the cases, the participants had a range of 
performance opportunities involving band, orchestra, ensembles, concerts, auditions, 
recitals, recording studios, and summer camps. 
     There was one outlier whose first source of private instruction was online. 
Unsurprisingly, this occurrence happened to be Edward, the youngest participant in the 
study. All but one of the participants, John, had a degree in music, and all ten participants 
studied music in college. 
     The participants rely upon their experiences as students to influence and help 
shape their lessons as educators. Building upon their expertise as students, all ten 
instructors incorporate instances of the procedure and structure of these lessons, 
especially the theoretical portion. Music theory is a significant component of both the 
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background and curriculum design for each participant. Regardless of the various musical 
styles studied, whether it be classical, pop, rock, progressive, or Suzuki, every instructor 
tends to teach using genres similar to the ones shown to them.  
     In addition to shared patterns in curriculum design and the attention to theory in 
their studies, topics in the participant’s early lessons also included ear training, 
composition, song structure and form, sight-reading, and mimic-based performance 
demonstrations. Each participant had had at least one instructor with lessons consisting of 
both formal (instructional books and sheet music), and in-formal curriculum (printouts 
and hand-written notebooks).  The few participants with a second and especially a third 
instructor, the lessons were primarily formal. 
The Influence of Technology in Lessons / Curriculum 
Ava. Ava’s introduction to technology was through the piano lesson software, 
Miracle Piano. The computer program included an external keyboard for the computer. 
Ava also used a metronome, a tuner, a keyboard for relative tuning, and a mini-recorder 
in her lessons. Also, she started finding music online. In due course, Ava incorporated her 
smartphone, the metronome app, YouTube, and Spotify. Ava primarily uses her 
smartphone as a teaching assistant to demonstrate songs or to find examples of songs 
students want to learn, but she also uses the phone as a still shot camera. Surprisingly, she 
is the only case study to use pictures during her lessons. Ava does this to show the 
student how to hold your hands on the instrument correctly. If the image is not enough, 
she will video the technique to give the students a more in-depth description.  
Ava is an excellent example of one of the leading emergent themes during the 
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study. This particular theme dealt with the direct correlation of the amount of technology 
the educators had access to in their lessons as a student and how much they used as an 
educator.  
Brook. Brook had immediate access to technology in her experiences. When she 
was in the theory lab, Brook used Alfred Ear Training software, where she and her 
teacher would do exercises online. Afterward, her teacher would burn the songs onto a 
CD for her to listen to in-between lessons to improve her ear training, playing, and 
writing skills. 
When asked how current technology compared to that which Brook used as a 
student, the most significant difference is FaceTime. Her piano lessons would not be 
possible without the video chatting application. She discussed how having a higher 
quality video has helped her be successful online in addition to facial lighting, good 
sound, how to use her hands, and wearing bright colors to have a better visual effect. To 
her, success is a professional appearance and noting how essential subtle things can be, 
especially as it takes extra effort for her to build rapport with people online. Also, Brook 
always tries to correct students in a positive, non-condemning manner, hoping the student 
gets a sense of improvement and is not easily discouraged. 
Next, I wanted to discuss Brook’s use of apps and software in her lessons.  For the 
English lessons, her company creates the entire curriculum, and they only use 
PowerPoint. When she logs online, the PowerPoint is open, with the slides ready for use. 
Brook also uses Flashnote Derby, but only with her beginner students. Students can use 
this program to practice their note names. Brook also utilizes www.musictheory.net.  She 
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uses the website’s breakdown of specific topics and curriculum demonstrations to help 
her in her lessons. Brook also uses a program called Quaver. The software is an online 
music curriculum that helps to engage students in an interactive format. The nature of the 
program is something she would like to see more of an interactive curriculum with a 
smartboard. She has no doubt the layout would be beneficial for teaching scales, theory, 
or teaching about different instruments.  
 Carl. At first, Carl’s prominent piece of technology was a printer. This leading 
piece of technology changed during the late 1990s and early 2000s when online source 
material started to become available. A few years later, in business college, he paid to 
learn how to use PowerPoint. With his new knowledge, he integrated videos and 
presentations into his curriculum, but at the time, the program was the highest level of 
technology Carl used regularly. 
 The Internet did not become a part of Carl’s tutoring until he began taking online 
lessons as a student. It was during this time he noticed a change in his access time to his 
music. Carl was now able to acquire music in minutes and could demonstrate arranging, 
playing, and other topics of interest in a different way. Once he started to incorporate the 
Internet and apps into his curriculum design, he quickly learned the value of Da Tuner 
Lite, Piano Tuner, iTanpura Lite, Your Tanpura, and Pro Metronome. Da Tuner Lite by 
Piascore is a free chromatic tuner downloadable from the app store which can tune an 
acoustic or electric guitar, bass, bowed strings, woodwinds, brass, piano, and any other 
instrument that can sustain a tone. The Piano Tuner application can detect the full-range 
88-key pitch range on the keyboard. Your Tanpura and iTanpura Lite simulate the scales 
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played by a Tanpura, allowing the musician to use their phone instead of multiple 
instruments in their lessons. Finally, Pro Metronome is an electronic metronome with 
programmable playlists, various time signature options, a tone generator, and easily 
customizable tempo settings. 
In addition to the apps and computer programs, Carl uses his smartphone to 
record audio. He then shares the exercise with his students through the TakeLessons 
platform. All 26 of his online students use this service, which has a website and clientele, 
but Carl will use Skype if the student prefers.  
Regarding videos, Carl does not have a YouTube or Instagram page for his 
students, but rather, uses a personal page. He keeps his videos private and films lesson 
supplements specifically for the students. He tends to record a detailed video addressing a 
particular topic and sends the video link via email directly to the pupil.  
 Daniel. Daniel’s lessons during the early 1970s consisted of pendulum 
metronomes without electronic or digital technology. Tuning involved using a tuning fork 
and a pitch pipe with the six pitches. As a result, he remembers never being in tune. 
Curriculum-wise, his instructor worked on melodic rhythm studies and the Berklee 
Method book. Daniel’s instructor used transcription and ear-training. His instructor 
would quiz him using I-IV-V progressions with Daniel having to find specific notes 
within the chords. Once he progressed to a certain level, the instructor would play two 
notes. 
In 1992, Daniel started teaching at Dartmouth College. The school had an on-
campus email system developed for students called blitz-mail. With the pre-email system 
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in place, Daniel could now communicate with students outside of class. During this time, 
Daniel continued to utilize the computer on his own. He would search for transcripts 
online as opposed to going to the library to find books or purchase sheet music. When 
Daniel started teaching, his curriculum consisted primarily of songs. He built his syllabus 
around listening to records and transcribing. Daniel soon began using the computer to 
create scale charts, chord charts, theory exercises, and eventually, a method book.  
Edward. Edward, the youngest in the study, had more than access to a copier 
machine. Edward was able to use the Internet to search for tablature and sheet music from 
the beginning. 
Gia. When Gia first started taking lessons in the 1980s, she lacked access to any 
technology other than the printer. Today she takes full advantage of her ability to “simply 
go on Google and just look it up and get the chords right there.” 
 Henry. Even with being the oldest in the study, Henry accessed and utilized 
technology very early in his musical education. When attending North Texas State, now 
known as the University of North Texas, during the 1970s, he remembers a package 
using both software and hardware together. This instance was the earliest of any case 
study using an advanced piece of technology in their lessons or curriculum design. The 
machine included a workbook where students had to click buttons to answer the 
questions. This process led Henry to become fascinated by the “infinite patience of 
computers.”  
Henry took a psychology class with a very primitive IBM computer where he had 
to read a passage from the text and figure out the answers from a series of questions. He 
 	
77 
	
would go to the library, log into the computer system, and complete the assignment. This 
step-wise technologically-based sequence captivated Henry and became a significant 
component or “the DNA” of how he approaches an online class, idea, or curriculum 
revision.  
Henry developed an ear-training and chord quality identification curriculum 
during his employment in Berklee’s distance education program. Berklee used Henry’s 
ideas to create a sequence-based mail-order program. The college would mail lessons to 
students all over the world. The mail-based (correspondence) system was the predecessor 
of what would become many online classes. The distribution of information offered an 
opportunity for students to acquire a degree, a performance certificate, or a diploma 
outside of the classroom. 
Iris. Iris has embraced how technology forced her to change the way she delivers 
her curriculum. She has had to learn to articulate more to the point and can no longer use 
an apathetic manner of speech. The most noticeable change to her delivery is her lack of 
using body language to convey her message. When her students focus on learning, they 
are listening to what she’s saying, but quite often fail to look at her. As a result, the way 
she delivers her lessons is more concise, with fewer words. 
Iris utilizes only a handful of technique videos focusing on how to do warm-ups, 
what they do for the student, and how to practice. Her curriculum varies based upon the 
student and not around exercises. She has lesson ideas for her more advanced or 
intermediate pupils, but “overall push-ups and sit-ups don’t work for everybody. Warm-
ups are the same way.” However, there remain a few essential exercises, and Iris makes 
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sure to include them in her curriculum. Still, for anything else a particular student may 
need, she records a one-minute video or audio and emails it to the person directly. With 
Iris not incorporating videos into her curriculum, it is not surprising to learn that she 
advises her students against YouTube. She tells her students, “You can go get stuff on 
YouTube, but unless you fully understand what it does for you, there’s no point.” Instead, 
she concentrates on being her students’ central resource and centers her curriculum 
around live streaming and direct conversation. 
 John. John always wanted to create a TV show instead of something purely 
musical. He loved the odd late-night TV shows, especially the ones with animation and 
graphics, like Liquid Television, The Head, and The Maxx, for example. His interest 
revolved around writing scripts for sketch comedy. Once John acquired his first 
computer, he started using the computer program “Paint” and immediately built his 
earliest website. 
 I asked John to describe his filming and organizational process. He uses a green 
screen, and a majority of the time, but not always, records the guitar parts in GarageBand, 
and finishes the videos by editing the segments in iMovie. John uses the green screen 
effect adding parameters with multiple clips before editing the compiled video. He mixes 
down the music into a backing track anyone can download via a link in the comments. 
Intending to present an honest representation to students, John sees the songwriting 
method as necessary to comprehend the essential part of the process. Eventually, John 
hopes to stream his videos, which he knows can enrich people’s lives. John wishes, as a 
lonely 15-year-old kid, he had had the chance to play with someone who opened him up 
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to new ideas and techniques not available locally. 
 
Fig. 5 – Software, Websites, and Applications Mentioned by the Participants 		
Teaching Methods – Techniques and the Transition into Teaching  
     Three instructors began teaching in high school while the other seven started in 
college, or shortly after. The teaching locations included public school, private school, 
college, and music stores - the more advanced worked either online, in a home studio, or 
a teaching studio. One unexpected occurrence was how the three who taught in high 
school stopped teaching during college but started teaching again after graduating.  
 As the participants began to teach, various forms of technology began to affect the 
way they both taught and designed curriculum. The printer was the most prominent piece 
of pioneering technology for most of the participants; however, email quickly replaced 
the machine. Every participant had similar reasons for incorporating the online platform. 
The main goal was to increase their student roster. Additional reasons include financial 
concerns, requirements for school, needing to help another teacher, a personal “calling,” 
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friends asking for lessons, and finally being inspired by either their teacher or another 
instructor. The educators were quick to point out how their students today are faced with 
the same challenges and choices they faced when looking for a teacher. Students who 
lack access to a local teacher or who are not able to travel long distances to study with an 
instructor of their choice still want to have the highest quality lessons available.    
Approaching new students and the first lesson 
A theme to emerge from the study is how the participants approach their first 
lesson, regardless of online or in-person. My participants tended to structure their lessons 
the same for one-on-one as they would for groups. As a result, I added another question 
investigating how the participants approach their first lesson with a student, regardless of 
online or in-person. 
 In the initial lesson with a new student, many teacher’s primary objectives were to 
determine the background, the level of musical experience, and if the student’s goals 
were short or long-term. The educators viewed this assessment as a critical stage in the 
first lesson. Each participant tried to determine the strengths and weaknesses of each 
student. They then used this information to decide the curriculum, which was the most 
crucial ingredient to future success. 
     The participants in this study preferred a structured, formal method of teaching. 
Once outlined, the curriculum generally included scales, arpeggios, chords, theory, 
composition, ear training, note reading, tuning, instrument care, repair, and maintenance. 
Depending on the student level, the educators covered some form of these areas, 
rudimental up to the advanced. 
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 Ava. Ava likes to ask questions and get to know the student in her introductory 
lesson.  She tries to find out why her student chose a particular instrument and the 
reasons for wanting to learn how to play during the first part of the lesson. She wants to 
find out the student’s musical background (or the lack thereof) and their genre/artist 
preferences. This inquiry helps shape the direction of the lessons going forward - whether 
the student prefers a traditional learning structure such as the Suzuki Method with a focus 
on classical repertoire or if the student’s interests are more in line with learning fiddle or 
pop technique instead.  
After the initial greeting, Ava then goes over the different parts of the instrument 
and discusses the importance of tuning. She then demonstrates the proper position for 
holding the instrument and how to make a good sound, which she feels is especially 
crucial for the violin when using the bow. Depending on the student's prior music 
education, she works with the student using pizzicato (plucking) exercises only. If the 
student has no previous music education, Ava spends the first few lessons teaching basic 
music theory and helping the student to learn how to read the notes on the staff. During 
these first few lessons, she tries to be “upbeat yet relaxed,” so the student will feel 
comfortable making those first scratchy notes and not immediately give up. Her lessons 
are usually full of laughter, and so she wants her students to feel as though they are in a 
safe space. Ava believes there is enough stress in this world, and she tries to help students 
view their instrument and lessons as a respite from the “daily grind.” She hopes her 
students feel as if they can try, succeed, and possibly fail without anxiety or harsh 
judgment.  
 	
82 
	
Brook. Brook’s first lecture is an experience of its own. There is an aspect of the 
student getting to know you as a teacher. To help ease the tension of either an online or 
in-person lesson, she tells the students a little bit about herself. Brook then asks them 
about their school, their prior experiences, including lessons, why they decided to take 
lessons, their musical goals, and specific songs they would like to learn. To help with her 
assessment, she runs a series of exercises in ear training, reading, rhythm, and if they 
have prior experience, have the student play something they have learned before. 
Carl. As an instructor, Carl structures his early lessons for an audience with little 
to no experience. He primarily uses the Essential Elements collection (Allen. Gillespie & 
Hayes, 2004) and teaches rudiments (basic, fundamental drum patterns) because he feels 
a beginner student needs structure. As a teenager, Carl’s nuanced teaching style was free-
flowing, but he knew, if motivated, he could successfully help guide his students and get 
them to practice.  
Daniel. In the first lesson, Daniel’s objective is to determine both the background 
and experience, along with the student's short-term and long-term goals. Many students 
seek Daniel for specific reasons (e.g., they want to learn a particular style, hit a roadblock 
in their musical development, etc.). After a short discussion, he assesses the student’s 
playing by asking them to demonstrate something that they feel represents their abilities 
on the instrument. In listening, he will critique their technique, time, feel, tone, etc. and 
attempt to locate areas that need addressing. If any of the capacities listed are glaring 
issues, he may start there. If not, he proceeds directly to the goals expressed in their 
earlier discussion.  
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This assessment is a critical stage in the first lesson. Determining the strengths 
and weaknesses while making decisions regarding the lesson plan during the first meeting 
will be an essential ingredient for Daniel and the student’s success. Many of the topics 
discussed are multifaceted and can lead to more issues in the future, but choosing the 
right theme, repertoire, and direction is what sets the student/teacher relationship on the 
path to success. Also, giving a clear, detailed assignment is very important in the first 
lesson. Daniel determines the pace of the curriculum by gauging how much a student can 
accomplish in a week. 
Regarding Daniel’s approach to online and in-person assessment, he does not see 
any significant difference. The only specific aspect would be the option to play together 
with a student in-person versus asking the student to play solo or to a track when teaching 
online. Otherwise, the process would be the same.  
Gia. Gia begins her lesson structure on day one. For both her online and in-person 
students, the pedagogy starts with how to maintain their instrument, simple warm-ups, 
and ultimately once they are comfortable working out of books similar to John Thompson 
(Thompson, 2005) or Alfred’s Basic Guitar Method (Manus & Manus, 2015). If a student 
wishes to learn a specific song or has an explicit goal, Gia works to accommodate, but 
sometimes the student is not ready. 
Iris. Iris always begins her classes by trying to solve another common problem. 
She shows new students how to breathe, how to sustain the breath, and how to take care 
of their instrument, their voice. The material covered in the first lesson depends on how 
quickly a student comprehends or how much knowledge they already possess.  
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Online versus In-Person Lessons 
 Do educators prepare online compared to in-person lessons differently? The 
participants shared similar approaches to teaching regardless of the experiences being 
online or in-person. Not only was there a comparable path to how they learned to teach, 
video use, demonstration tactics, a desire to develop a friendship with their students, and 
the use of method books. These method books included the Suzuki, Mel Bay, Essential 
Elements, John Thompson, and Alfred’s Complete Method. 
     Several teachers in the study based their approach to curriculum design upon what 
it is they are trying to achieve or teach. Ava looks at the online lessons in terms of time; 
she was unique in this viewpoint. To her, the online lessons need to be shorter and more 
concise. Brook’s online lessons merely provide a faster resource to access audio and 
sheet music. She approaches both lessons the same. Daniel does not approach the lessons 
differently, but rather, the students. The role of technology, whether the experience is 
online, one-on-one, in-person, or ensemble, is more about the instant availability and 
access of the student, not the material presented in the tutorial. Neither Edward nor Gia 
see a difference in the lesson structure, and both strive to make one format resemble the 
other. 
 For the next question, and one of the prominent themes to emerge in the study, I 
wanted to research the approach educators use when preparing online compared to in-
person lessons. Not surprisingly, some instructors view the two as similar areas, where 
some see a vast difference. 
Ava. Ava bases her in-person lesson structure upon ten-minute blocks. In the first 
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ten minutes, the student tunes and warms up with an easy song or etude. After that, she 
shifts focus and works on last week’s homework, and for the final 10 minutes, she 
introduces next week's assignment.  
The relative change to Ava’s online lessons is the length. She tries to keep her 
prerecorded asynchronous videos under 10 minutes to maintain viewers with shorter 
attention spans. To stay under the ten-minute mark, Ava edits the footage to remain 
concise. Her design is to the point, focused on one single concept, and provides a strong 
foundation allowing people to work at their own pace. 
Brook. To Brook, the lesson structure is the same regardless of format as far as 
greetings, warm-ups, ear training, and curriculum. However, for online lessons, the 
difference is how she approaches sheet music and song selection. When a student asks to 
learn a piece of music, in-person, she takes time to search for the best version of the song 
to use in the lesson. When online, she tends to find pieces very quickly to avoid wasting 
lesson time, and by using the transpose function, she can change to the most appropriate 
key within minutes. 
Daniel. Daniel’s online assignments and preparation are the same as his in-person 
one-on-one lessons. Instead, Daniel tends to treat the classes the same, but not the 
students. He keeps in mind how some of the students, especially in the online courses, are 
not professionals but want to study music because they love it. The students lack 
experience but have full-time jobs and families. Indeed, the online program has given 
Daniel the ability and insight to reach more people, but also the opportunity to use the 
available technological tools to design a new and improved curriculum for both online 
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and in-person lessons. 
With online students, Daniel shows the students both basic and advanced 
curriculum and allows them to pick their level. His self-paced videos enable students to 
log on when they want or depending on their schedules when they can. Students go 
online and learn everything from tutorials at a much faster pace. Still, because of the way 
they learn, they also have issues with technique and practice fundamentals making it 
harder for the students to become serious, diligent musicians. 
Daniel’s curriculum is also a result of seeing students fail to practice as much as 
he would want. It is not only what to practice, but how to break up your time, move on to 
new concepts, and to set goals. Daniel presumes because students use their phones and 
computers to obtain a scattered pedagogy, “technology works against them because it 
hasn’t taught them how to focus.” He admits students complete required assignments, but 
sometimes they need help getting “on the right path,” balancing schedules, and setting 
goals.  
Edward. When asked to relate online teaching to in-person lessons, Edward feels 
there is no comparison. He postulates online is better by providing videos the viewer can 
watch at their convenience and a better instructional experience because of the amount of 
control the educator has over the entire curriculum. Students learn what he chooses 
without him altering his pedagogy. Edward does not work with students to design a 
curriculum. He also publishes video lessons without specific students in mind, and as a 
result, focuses his field of study. The control he has over his curriculum allows him to 
navigate his lesson plans at a governable speed and outline without outside criticism. 
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Gia. When Gia began teaching online, it changed not only the way she taught 
music but also how she approached using technology in her lessons. In the majority of 
online lessons, she demonstrates working through programs, settings, and how to install 
applications. She also instructs her students on how to use a digital metronome, Bluetooth 
speakers, Spotify, and the most used piece of technology, the tuner.  
Currently, Gia tries to make her online lessons feel more like an in-person 
experience. She does this because she tends to struggle to gain as personal of a 
connection with her online students as she does with her in-person pupils. Sometimes she 
feels she is “just going through the motions.” She strives to connect on a friendship level, 
to the extent the student feels comfortable, and she is no longer just a person on the 
computer screen. She converses more openly with the online viewers and addresses them 
differently in hopes of achieving such a response.  
Iris. Iris tries to connect with her online students on a more personal level than 
her in-person students. To accomplish such a feat, Iris no longer uses a full keyboard 
because of lost eye contact from the students. To her, being able to look someone in the 
eye is extremely important. When she started teaching online, Iris experienced a lot of 
students looking away from the camera during warm-ups because she was looking down 
at her hands. To counteract lost eye contact, she removed the keyboard from her 
instruction method, which completely changed how she taught her online lessons. 
Iris believes the most challenging aspect of online education is not singing along 
with her students. She has always taught a cappella as the primary way of singing. When 
the curriculum starts adding in accompaniment, the students need to have the recordings 
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on their end because of Internet lag. As a result, Iris provides hidden links on her website. 
The students log into a portal to obtain access to any music used in the lesson, sheet 
music, PDFs, worksheets, vocal exercises, videos that they can warm-up with, and audio 
warm-ups. 
 
Essential Teaching Pedagogy 
 All of the participants agreed when it came to fundamentals - questioning if the 
educators had any emerging insights into essential teaching aspects and their opinions 
regarding the responsibilities of being a teacher generated the most animated interview 
responses. Teachers need to educate their students in reading (grand staff), theory, ear 
training, music appreciation, and fundamental techniques relative to their instrument. One 
string instructor also felt it necessary to teach rudimentary counterpoint. In contrast, one 
instructor, Brook, used the current Academic Standards utilized in Wisconsin’s public 
schools, where she teaches, as a guideline to her lesson structure. 
     Another similarity between the instructors was the notion of continually 
evaluating one’s self along with the students. The participants feel it is necessary to 
understand your weaknesses and strengths as an instructor, the failings and advantages of  
the student, to think more about the student than yourself, follow your instincts when it 
comes to lesson flow, and finally, to indulge the thoughts and creativity of the student. 
     When it comes to self-evaluation, some of the common responses included the 
need for educators to continue to learn, practice, go to concerts, the desire and attempt to 
be well-rounded and to remember what it is like to be a student. Also, the participants 
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believe it is necessary to be able to work with people on a psychological level. Educators 
need to show up to the lessons in a good mood and remember to be kind to students by 
being empathetic, creative, and presenting the time spent with the student in a manner to 
make them think and want to come back to next week’s lesson. It is up to the teachers to 
make students want to learn about their instrument and music in general while making 
sure the student is having fun and remains interested.  
I asked the participants what they thought was essential in teaching music. As 
educators, what should every instructor be able to do and teach? I expected similar 
answers, but to my surprise, I received different responses depending on the educator’s 
instrument.  
Ava. As a violinist, Ava thought educators need to teach students how to read 
music using a curriculum rich with ear training while demonstrating how to appreciate 
different styles of music.  
Brook. Brook progressed toward a more in-depth analysis. In her mind, there are 
two “camps.” The first is the mechanical camp for musicians who want to make sure 
everything is correct on the page. This category includes reading, articulations, dynamics, 
and fundamentals. The other camp, however, is the artistic camp where everything is 
beautiful and expressive. Brook describes all teachers as falling into one of the two or 
somewhere in the middle. She thinks she is of the latter but leaning a little bit toward the 
mechanical side based upon her belief in the importance of the fundamental building 
blocks. To be successful, she believes it is essential for instructors to have a combination 
of both technical and artistic aspects. If so, it means we, as educators, are all teaching the 
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same over-arching foundational elements of learning music. 
     Carl. Carl considers a teacher’s ability to analyze the strengths and weaknesses of 
students and how you, as an educator, can get them well-rounded to the point where they 
enjoy playing music. He also thinks every teacher should forget about themselves and 
think more about what the student needs. It is more important to look at a student’s goals 
and what they want to do as budding musicians. Nonetheless, Carl thinks students need to 
learn how to read music and have a dependable ear. 
      Daniel. Daniel thinks more about the students than his agenda. He does his best to 
make sure his students are having fun and enjoying what they are doing. It has nothing to 
do with what to teach, but more about how to be a good teacher. No matter what, 
educators need to connect with the student on a personal level. Teachers can make people 
feel good. When a student dedicates themselves to a weekly lesson, they come in, play 
for an hour, and when they leave, they need to feel good. Daniel believes too many 
people tend to forget about that aspect of education. It does not matter how much 
information an educator presents to students if they do not enjoy the lessons. As he 
speaks from experience, as soon as the lesson becomes a chore to the student, the 
educator will lose their interest. Daniel makes sure students have the basics, but he 
teaches in a manner that is engaging and enjoyable to the student. In his classes, he takes 
techniques and turns them into music by using theoretical concepts and applying them to 
songs. 
Edward. As expected, Edward’s opinions regarding essential teaching aspects are 
different than the other participants. To him, there is a gray area to the question. 
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Depending on the genre of music, some educators do not need to read music, while it is a 
necessity for others. He thinks every “decent” instructor should have an education in 
music and know about their instrument. Teachers must know how to teach note reading 
and theory, but that is only the beginning — techniques such as how to sit or hold the 
instrument takes time to learn how to articulate. 
     Gia. It offends Gia when teachers lack the fundamental ability to teach students 
how to read notes. She does not expect every student to be a fantastic sight-reader, but 
when students who have been in lessons for several years and are not able to read a 
middle C, it makes her “skin crawl.” She questions the credentials of other educators. To 
her, teachers who write out the letters, use numbers, or even tablature are missing out on 
the language that is music and music theory. To avoid this and create continuity within 
the field, she believes every teacher, even if it is not to the advanced level, should at least 
teach basic grand staff notation, regardless of instrument. Every student ought to have a 
level of understanding to converse using a language and vernacular of every other 
properly trained musician.  
Iris. Iris expects all instructors to teach basic music theory, breathing, and 
practice routines, but not solfege. She insists music theory and ABCDEFG are universal 
and easily explained. Iris also thinks everyone should be able to demonstrate proper 
breathing regardless if the student is a guitar player or a drummer.  
When discussing teacher responsibility, Iris thinks voice teachers who teach 
rigidly do a disservice to the profession. She feels educators have an obligation to get 
people interested in the instrument before assuming they want to learn more. Iris wants 
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her students to understand how the voice works to sing the music they want. To simplify 
the process, she does not use proper terminology or jargon until the vocalist completes 
about a year of lessons. Instead, she uses simple terms and phrases such as “breathe from 
your belly,” for example. She purposely avoids phrases like, “Lift your uvula and expand 
your soft-palate while loosening your jaw.” She is confident the casual manner is a little 
more approachable, and it is how she wishes her teachers had taught her. 
Henry. Henry believes it is more vital to inspire students to love music studies 
and to give them the power to teach themselves. He thinks this is much more important 
than note reading or hand positioning. The teacher needs to do whatever necessary to tap 
into the interest and needs of the students while understanding what the student hopes to 
accomplish. To him, there exists the literature, the tradition of teaching, and then there 
are the interests of the students.  
     John. John thinks it is incredibly important for young musicians to follow their 
instincts and indulge their thoughts and ideas. He uses the example of a student writing a 
song about hot dogs. It is up to the educator to encourage the student and help them to 
think about hot dogs as hard as they can and make the song sound more "hot-doggy." To 
him, this process is how a song accumulates meaning. John emphasizes the importance of 
educators indulging every silly thought because one may lose a good and original one. 
Responsibilities of a Teacher 
 Teacher responsibility prompted a surprising set of responses. All participants 
held their peers to high standards. The participants felt every educator should have a 
music education, know their instrument at a proficient and highly advanced level, be able 
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to teach their students to be musicians, and how to practice their instruments with a goal 
in mind. 
     The first collective responsibility of an educator is for the instructor to figure out 
what did and did not work in their student’s previous lessons. By being able to guide the 
experience in a specific direction while understanding what the students need to achieve, 
instructors inspire necessary improvement. Regarding curriculum, educators have the 
responsibility of teaching the basics using a routine and structure in their lessons. Since 
the student is there to learn, it is up to the instructor to break down ideas into 
fundamentals. The vocal instructors in the study feel this includes learning how to breathe 
and sing without the use of solfege. 
     Other essential responsibilities include helping students to be creative as well as 
equipping students to express themselves through music, teaching them to work and play 
with other musicians, and trying to instill a love or appreciation of music. The more 
experienced educators in the study also added how they feel it is necessary to think long-
term and enable the students to be able to achieve their goals.  
     One such responsibility is to encourage students to buy and stream recordings. 
Every educator in the study acknowledged the importance of students listening to music, 
not only playing and hearing music but listening to music. To be able to promote this 
action, the educator needs to be both an instructor and a mentor. The participants believe 
an excellent educator needs to connect with the student on a personal level while tapping 
into their music and their interests. If accomplished, the student will gain an appreciation 
for music by expanding their horizons.  
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     Finally, the participants list trying to instill the ability for students to teach 
themselves musically as one of the most critical responsibilities of a music educator. 
Brook, for example, hopes her students learn how to be self-sufficient as well as trying to 
become a part of a broader musical community by sharing and performing music with 
other people. 
Future of Online Education 
None of the participants in this study feel the Internet will eventually bring about 
the end of private face-to-face/in-person music instruction. Instead, the demand for 
private lessons seems to remain healthy; however, the access that students have to 
technology appears to “have opened up more of the world to music, increasing the 
appetite for music education” (Tottman, 2019). When I asked the participants what 
developments or general trends in technology they predict may advance during the next 
year and how, if any, those innovations might change their curriculum, I received 
multiple examples. Online speed and availability were the most common, but there were 
many other issues the participants foresee in the field of music education. 
Ava. Ava thinks Internet speed and availability will impact online education. She 
hopes to see more music apps, especially for listening and recording. Having seen the 
progress in computer speed over the past decade, Ava believes computer speed and 
memory will always be a factor in the field. Also, she expects problems with the Federal 
Communications Commission (FCC) throttling or slowing down the bandwidth for 
specific sites like YouTube. As a result, issues such as speed for the delivery platforms, 
including Skype, Google Hangouts, random one-off YouTube lessons, as well as 
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synchronous and live lessons, will affect Ava’s experiences. She can see herself making 
the lessons more concise, so they are easier to download and view without buffering 
issues.  
 Brook. Brook hopes for growth in video presentation development. She expects 
better split-screen programs, better lighting, and online group lessons. Currently, she is 
using the website ManyCam, which allows the user to have dual screens. The program 
provides the opportunity for the educator to use additional diagrams for students to see 
without the screen interfering with your face. Brook would also appreciate new and more 
natural ways to adjust the lighting for her videos, especially on her iPhone, which is her 
primary resource for online lessons. 
 Carl. In Carl’s opinion, to open up the world of online education to more people, 
several issues need to be addressed. The prominent problems are with online speed and 
availability. Carl told me of a situation in which a couple of his more advanced students 
are too good for Skype. He believes audio and video qualities are not good enough to 
enable him to hear the nuances of his student’s playing. In addition to needing better 
audio, Carl believes online education needs a higher level of visuals and a more realistic 
cost option to a high-priced quality Internet.  
 When asked about any particular apps he would like to see, Carl brought up the 
idea of having access to a practice reminder application or an iCal reminder that he could 
control as a teacher. He is quick to point out how advantageous recent developments in 
camera technology have been to his teaching. He asks me if I remember parents taking 
videos of their kids in the early 90s, which involved the “huge thing with the VHS.” 
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Now, his students can record on their phone, which fits in their pocket. The increase in 
ease and accessibility makes sharing performance opportunities a significant advance. 
The idea of sharing footage of a student practicing or playing to more people is a great 
thing, and again references Carl’s idea of having a community for his pupils. He would, 
however, like to have a better way to foster online video sharing. He is aware of 
Facebook groups, but he would love to see technology fill in the community structure to 
make it easier for groups to grow.  
 To Carl, trying to predict where online education goes in the future is “tricky.” 
His background as a drummer, a cellist, and a guitarist gives him a perspective not many 
educators possess. After taking lessons on several instruments, he has seen many 
different educator viewpoints. He remembers his classical instructors thinking a student 
cannot learn cello online, but when talking to guitar teachers, the opinion is not as 
shortsighted. He thinks the majority of classical music instruction is not technology 
friendly or “savvy.” To succeed, he believes, the culture behind the archaic thinking has 
to change.  
 Carl thinks more people will use technology as it becomes more widely available. 
He hopes people will realize that yes, it works. Carl believes one of the most beneficial 
aspects of using the Internet to teach is the scanning function provided by Dropbox. 
Dropbox’s ability to use and share higher quality PDFs have changed Carl’s idea of a 
“handout.”  
Daniel. Daniel feels the trend for educational growth is online but feels it is a 
combination of taking advantage of new technology while being “old school.” The access 
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and full acceptance of the technology and being able to find material online, including 
PDFs, flamenco metronomes with different rhythms, companion apps, and interactive 
online videos for books, are high for guitar instructors. However, new students are still 
looking for the same materials as he was 40 years ago. 
Edward. Edward does not foresee any significant advancements to online 
education within the next one or two years because “learning music is a niche.” 
Nonetheless, he does appreciate some exciting things currently happening. One new 
technology opportunity is a music notation program called SoundSlice, which includes 
tablature and enables the user to have access to an actual recording workspace. In 
addition to video support, a student can change the tempo and manipulate their work. 
Edward thinks tools similar to SoundSlice has the potential to improve the experience of 
learning music online dramatically.  
Edward then discussed the potential for software development and how the field 
has failed music education. Games such as Guitar Hero, Rock Band, and the interactive 
Yousician, to him, are “a waste of time.” The programs could excite a student about 
music. Still, Edward thinks it is entirely counterproductive to spend even ten minutes of 
your practice time playing video games instead of a real instrument. Instead, Edward 
suggests software developers should be trying to help educators. One example of how 
software can help is through a format called music.xml, which expresses sheet music 
tablature in XML format. With XML, educators can create exercises in any key and 
quickly transpose the music to all twelve keys. For example, a major diatonic scale with 
seven modes, seven modes for the minor, and seven modes for the harmonic minor gives 
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the developer 21 possible options. They now have twelve keys with exercises for up and 
down directional scales, hammer-ons and pull-offs, and intervals, to mention a few. If 
one XML exercise includes thirteen variations, twelve keys, and twenty-one scales, the 
developer now has 3276 applications. So, as a teacher, the technology is available to 
generate new exercises, and as long as a student does at least one per day, they can 
improve as a guitar player. Software developments have the potential to help manage 
tremendous challenges.  
Fred. Fred thinks the pre-recorded video can gain access to people who would 
never speak to a high-caliber instructor in any other possible way. An online educator can 
spend one hour of their time and reach 80,000 students without a problem. At the same 
time, neither the student nor the instructor would be able to reach those areas without the 
lesson being available online. To Fred, the pre-recorded tutorial is one of the greatest 
things that has ever happened to online education. He believes the one-on-one 
instructional person is struggling no matter who or where you are.  
As far as the future of streaming online guitar education, to Fred, it depends on 
where technology goes first. If a student is playing through a Line 6 amplifier connected 
to a Marshall half-stack, what is the actual microphone used to record him or her? What 
if it is an audio microphone with a restrictive dynamic range between 2 kHz to 8 kHz? If 
so, Fred wonders how an online instructor can help them with their tone. To him, the 
problem is more about the sound and tone sent online. He imagines a scenario where a 
teacher is listening to 3-watt speakers through a computer monitor and saying, “It sounds 
good. You should turn up your bass a little bit.” The situation is not realistic and, 
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therefore, could be detrimental to the student and their ear training. 
Gia. Gia brings up an interesting idea with the notion of technology trends trying 
to accelerate how people learn. There are many music-based instructional games, which 
help to facilitate interest in students. Still, when those students seek real instruction, 
according to Gia, they describe the pace as too slow or “inaccurate.” She believes this is 
due to the lack of a point or reward system. Gia believes there is a mental connection to 
how budding musicians can obtain a DVD or watch a video showing how to play one 
song and think, “Oh, I’m a musician now. Got it.” One is entertainment, and one is 
education. To her, technology gets in the way of diligent work. Gia notices the trend of 
where people purchase an expensive guitar and think it is the guitar that makes them 
sound virtuous. However, after five lessons, the student is not making music; they lack 
the understanding necessary to see the steps and perseverance needed to accomplish their 
goal.  
Gia blames the accelerated mindset and the resulting lack of patience and 
attention spans on marketing. To her, people foolishly think, “This Fender’s going to 
make me sound amazing. I’m going to learn faster, and it’s going to help me.” Instead of 
having the idea that music is simple and a quick process, the reality is being good at a 
video game does not mean you are going to be good at a completely different task, such 
as playing guitar. As mentioned, Edward entirely agrees with Gia’s statements of students 
having access to too much information and technology, thereby tarnishing the reality of 
how music happens. Gia feels technology takes away from the reliable foundation 
students needed just a few short years ago. 
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Henry. Henry sees current developments and trends in technology as a way to 
help old practicing methods evolve. Henry knows of a school in Spain that uses their 
version of a recording app where students take singing lessons. The program contains 
assignment demonstrations, and the student sings along with the recordings. The app 
measures the tempo, pulse, and pitch of the performance and evaluates the performance. 
The application then gives pre-recorded feedback based upon the issues with the 
student’s performance, such as if people are rushing and out of tune. The input appears as 
if you were getting live feedback from a live person being creative and thinking of 
something different to do today than what they did yesterday. It multiplies and expands to 
the point where the app is measuring if the student is progressing or not. So, Henry points 
out this is not the future of online education, but rather an evolution that is already here 
and is advancing at an incredible rate. To him, this kind of technology is modifying the 
way students work through drills and practicing in a very positive manner. 
When asked about the software Henry uses in his lessons and curriculum 
development, he presents a huge list of programs. His software of choice is iReal Pro. 
The program simulates a band setting through MIDI-based chord charts a student can 
transpose, control the tempo, and edit if necessary. Henry sees the program as the world’s 
smartest metronome. Some other programs he uses are Neck Diagrams, OmniGraffle, 
Adobe’s Photoshop, and Apple Music. Henry thinks the access to Apple Music is 
“incredible.” Finally, Henry relies on YouTube, primarily the slow down function found 
in the Settings, making any concert or demonstration video into an educational video. 
 Iris. Iris would love to see a platform that could support online group lessons. As 
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distinct as a FaceTime lesson where one person is talking, but everybody can speak and 
hear each other at the same time. Platforms such as Skype and Zoom are close to 
achieving this idea; however, each has specific issues educators might face. For example, 
both Skype and Zoom offer scaled-down free versions or paid subscription-based 
versions with more features. Still, both limit participants (DGI, 2019), do not provide 
recording capability (Highfive, 2019), and cannot guarantee latency-free conferencing 
(Zoom, 2019). 
 Until a reliable, free program is readily available, Iris uses Instagram. She sees her 
singers not only wanting to sing in the choir but sometimes wanting to be a professional 
singer. To help prepare her students, Iris has them start posting their videos and embrace 
the comments as a way to conquer stage fright online. She had to grow up singing in front 
of people, but for her students, just the idea of putting something out there for people to 
see is terrifying. The goal is for students to post an unedited video and expect criticism. 
Iris believes the resulting adrenaline and nervousness is very similar to stage fright. 
 John. John hopes for cheaper and easier access to better gear in the future. He 
would like to see computer speed and quality become available to the general public. He 
also cannot wait for technology to “destroy relay delay.” He is looking forward to 
performing with students in real-time. John sees a hopeful future when such delay goes 
away, and the online music world changes completely. 
Summary 
 Investigating the use of technology and how it affects curriculum design using 
interviews and two-sided conversations led to both predictable and unexpected responses. 
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Inquiring into the participants’ educational history, the voluntary standards and 
motivations of each instructor created an atmosphere where they felt very comfortable 
discussing their style of instruction and how it changed from when they first started 
teaching compared to their current teaching methods. 
 Discussing the curriculum for in-person compared to online lessons, facilitated an 
understanding of shared concepts between the instructors, such as lesson format, length, 
methods, and opinions regarding instructor responsibilities. We also discussed the 
benefits and limitations of online education as a broader topic of interest and how 
opportunities could affect the experience of studying online, especially in the future.    
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CHAPTER FIVE: Aspects of Teaching Online 
 
Discussion 
 I began this project seeking answers on the approach music instructors use and 
how they integrate their curriculum design to the rapidly changing technological field of 
online instrumental/vocal education. Using the TPACK framework to understand 
technological assimilation in education, with the help of ten study participants, I examine 
the influence of technology on curriculum development and pedagogics. The participant 
questions ponder (a) how teachers learn the material they use in their pedagogy, (b) how 
teachers transform information into a curriculum their students can comprehend, (c) how 
teachers choose material worthy of preparation, and (d) how technology affects these 
decisions.  
 In this chapter, I interpret and discuss the significance of understanding the 
background of my case study participants, their transition into teaching, the use of 
technology, and curriculum design. These four attributes answer if and how technology 
can influence curriculum development and pedagogies. This analysis weighs how much 
of each participant’s curriculum came from early experiences as a student and how much 
came from their expertise as a teacher. I also investigate how the participants prepare for 
their first lesson with a student, approach online and in-person experiences differently, 
and if they feel educators have emerging insights into essential teaching aspects. Finally, 
I inquire into the responsibilities of an online teacher, and the benefits, drawbacks, and 
future for online education. 
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My assumption was in order for the online educator to be successful, they must 
embrace technology into their curriculum. Another belief I had was that everyone saw the 
benefits of teaching online and would be hopeful for the future. The data collected from 
the interviews suggest that my assumptions were somewhat accurate; however, some of 
the opinions of my participants were unexpected, as was the overall outlook of online 
education in general.  
Once a teacher chooses a platform, he or she then decides how to present their 
curriculum. Some options include self-paced subscription-based models, costly degree 
programs, the YouTube format of free, unstructured short videos, or the weekly teacher-
student one-on-one lesson. The subscription model implemented by guitarjamz.com or 
guitarlesson365.com uses a reoccurring payment plan, usually linked to a credit card or 
bank account. Financially, this may not be a universal option; depending on age or 
geographic location, students may not have access to credit resources. In comparison, 
Berklee and Falmouth University offer certification for students pursuing a regiment to 
focus their studies. Alternatively, some students prefer exams, evaluations, and class 
schedules rather than self-paced study. Students using YouTube as their learning platform 
find lessons ranging from demonstrations of music fundamentals (chords, scales, and the 
basics of the musical form) to specific examples of how to play songs note for note. 
Anyone from the complete beginner to the advanced professional can discover something 
new to add to their repertoire. 
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Benefits, Drawbacks, and Future of Online Education 
 Regarding the emerging insights into essential teaching aspects and the 
responsibilities of an educator, there exist both drawbacks as well as benefits to teaching 
online. These lead to questions about the future of online education. Here I use TPACK 
and present a synthesis of the findings by demonstrating how technology can help 
teachers integrate technology, content, and pedagogy. This analysis, through 
understanding technology in education, led to implications for other online educators 
regardless of their field of instruction, and conceivable improvements to help expose gaps 
in the area of online instrumental instruction. 
Benefits 
 When asked if the participants had any opinions regarding the benefits, 
drawbacks, and the future of online education, I received a plethora of answers. Some 
educators think online is a transformative pedagogy for all students. Some believe it is 
not a valuable use of time, and a few feel it is something they are required to embrace to 
continue working in the educational field. 
Ava is a proponent of online education and believes the most noteworthy factors 
are instant availability, access, and convenience. To Ava, one of the best components of 
online learning is the universal access to better teachers, different styles, and the ability to 
work at your convenience. Both educators and students alike can work on their own time, 
pace, and place of their choice. Just like Ava, it is obvious Daniel loves the convenience 
of online education. Students can log on, work at their speed, and submit assignments at 
any time of the day. Not only can he teach from the comfort of his home studio without 
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losing lesson time commuting, but as a private online educator, he can work with students 
anywhere in the world. Students can take lessons based upon their schedule, and as a 
result, Daniel can potentially work 24 hours around the clock with the opportunity to 
attract students from all regions worldwide. 
Iris, consistent with Ava and Daniel, points out the real benefits of online learning 
lie in comfort, mobility, and convenience. When living in San Diego, Iris lived in a 
densely populated area. People were always in and out and often late for their lessons, 
which is an issue when the experience only lasts for thirty minutes. However, for online 
lessons, students do not need to find a place to park or fight traffic. Students can organize 
their day in such a way to attend a lesson without brushing their teeth or while eating the 
last bite of lunch as they are running to meet with their instructor. To be able to 
experience effective instruction in such a personal way and explore it in their own space, 
to Iris is life-changing. Online education changes as far as who, when, and where people 
can learn to sing. 
When asked if the benefits encourage the development of an online instrumental 
student and are appealing, Ava said it depended on the situation. An experienced viewer 
can tell when watching a video, whether an educator knows the material, and if it is 
relevant. Unfortunately, beginners are sometimes ignorant of who would be the best 
option as an instructor.  
Communication is the foremost benefit of teaching online to Brook. When the 
distance is a factor, being online connects people from different cultures. People can 
unite who otherwise would have never met or been able to communicate. In her lessons, 
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the sheer volume of communication between countries and cultures is more than she has 
ever seen. Right now, Brook feels as if the world is exploding with connections. 
However, in the same manner as Gia, Brook does question how online instructors, even 
though they can talk to students, connect on a personal level. She points out that it takes 
more output and more energy to construct the level of trust a student needs, so they feel 
she is paying attention and caring about them and their education. 
Even with struggling to relate to students, Brook acknowledges the flexibility in 
choosing a teacher. One of the examples she uses is the TakeLessons app, where a 
student can type in a subject and find dozens of teachers for anything, and they may wish 
to learn without leaving their home. Brook is ecstatic when she thinks about the potential 
implications people with physical or mental disabilities can utilize and still get an 
education online.  
Carl, on the other hand, views online education as “just different.” He does not 
think the platform is better or worse, but rather just better or worse for some people. An 
example he discusses is when he lived in South Dakota. He wanted to find a new teacher, 
but there was no cello teacher in the area. Carl quickly discovered kids wanting to learn 
violin or oboe, and some were looking online because the closest music shop was three 
hours away. So, for students in a similar situation, he sees online as an incredible way to 
obtain information. For people, especially those in rural communities, the practice and 
potential of online instrumental instruction is an inevitable implication for music 
education. Gia thinks it is “pretty amazing” teachers can have students in other states or 
other countries; however, she thinks situations across cultural boundaries should be made 
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available only for intermediate students and higher. She does not deem online education 
as the best route to teaching students for all paths of knowledge. To her, online learning is 
neither good nor bad, but both.  
There are aspects of the online teaching that Daniel feels makes him a better 
teacher. Instead of playing guitar and being distracted during a lesson, he tends to watch 
his student’s hands more and what they are performing. In the long run, teaching online 
makes him a more focused teacher. Online has allowed him to see things through the 
camera lens that he would not usually concentrate on when playing the guitar. He finds 
himself not thinking about the tone, what voicings did the student use, rhythm patterns, or 
technique, but what exactly is the student doing. 
The most significant benefit to online education for Edward is the capability to 
present content in the order needed rather than in a linear order. The second is the ability 
to support his lessons with various multi-media. His teachings may include video, audio, 
images, PDFs, notation, and tablature. He acknowledges students may watch the video, 
but not look at the PDF or instead look at the tablature and never look at the video. Each 
student has a different set of needs and may not need to consume all of the content 
provided, just enough to reach their goal. The third benefit of online instruction is the 
ability to review the material anytime, whereas one-on-one instruction is once a week. 
Finally, and most importantly, educators can help people learn concepts that were 
previously off-limits to them. Presenting online can reach people who are not able to 
receive instruction from a higher level of teachers in their local region.  
Henry sees separate challenges to the approach and the media of online education. 
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To him, being online requires everyone to get “called on” every week. He can listen to 
recordings from each participant every week on every assignment. Whereas in a 
traditional classroom, teachers do not necessarily get to everybody, or a student may be 
sick that week, doing a recital, or even a recording session. Online, however, is 
comprehensive and democratic as far as providing a platform for students to have their 
assignments graded and critiqued. There also exists a great dynamic with the presentation 
of the curriculum. If demonstrating online, Henry can record it tomorrow after taking the 
time to practice and fine-tune the example. He can do it at his convenience, whereas in a 
live class, he does not have such an option. Henry would need to take the time before 
class to prepare. That kind of dynamic pressure is irreplaceable. He would hate to see the 
live classroom go away; however, the infinite patience of the computer and the aspect of 
everybody getting called on every time is a fantastic way for everyone to go through the 
steps to prove they have completed the assignments. 
Drawbacks 
Ava thinks the limitations of online education are tangible things. If one of her 
students need a book or a piece of music, she is unable to hand it to them. Instead, Ava 
has to email a link and hope they buy the right thing. If the student needs a worksheet or 
PDF, she has to scan in the document using a scanner app, trim the ends of the picture, 
export the paper as a PDF, then email the file to the student. The entire process can be a 
bit challenging, not to mention time-consuming.  
Brook and her piano students face similar circumstances. One of her piano 
students composes, which makes the work challenging to check online and much easier 
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to facilitate in person. Also, another drawback to online lessons is the educator’s inability 
to accompany the student. Brook and her students enjoy playing together, but only when 
they are physically together. The lag in the Internet connection makes it almost 
impossible to play along with one another.  
Carl agrees with Brook regarding his inability to accompany his students. He 
always liked it when studios would offer recitals where the gathering would often result 
in creating a small community. Unfortunately, Carl does not see how group recitals are 
possible online. To him, this is the one looming problem with online education. Students 
are in a room taking a lesson over a screen, and seldom meet or socialize with other 
students, even accidentally. Students are unable to see or hear other instrumentalists 
perform and hone their craft. As a result, he tries to encourage his students to talk about 
music with their peers in chat rooms or group discussion boards and to facilitate this 
action, so he has included community links as part of his curriculum.  
In addition to the lack of community, Carl sees his inability to teach someone how 
to play live with other musicians as another huge drawback to teaching online. He will 
demonstrate concepts and songs and ask his students how it sounds on their end. Instead, 
Carl focuses on playing and harmonizing with his students, but just like every other 
participant in the study, he did not play duets online.  
The final issue Carl has with online lessons is his inability to reach over and 
correct the student’s technique as he would if face-to-face. In person, he can move an arm 
where it should be, whereas online, he has to tell them kinesthetically and intellectually 
how to adjust.  
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 Daniel is the first participant to focus on the technology necessary for online 
education in our conversation. His primary limitation centered around a slow Internet 
connection. The personal relationship between a student and a teacher is essential, but 
that has nothing to do with online. From a technology standpoint, having a good 
connection allows for productive lessons. Daniel has students who are sometimes unable 
to attend classes due to the Internet being down or too slow to connect appropriately.  
On top of reduced connection speed, Daniel is quick to agree with Brook and Carl 
with not being unable to accompany his students. During his in-person lessons, he likes to 
go back and forth with his students. He will play the chords while they solo and vice-
versa to demonstrate ideas. Online, there are ways around the limitation or accompanying 
the students with prerecorded tracks, but to Daniel, it is not the same, and the task only 
adds complications.   
 When I asked Edward what he thought the limitations to online education were, 
he brought to my attention the student’s inability to diagnose themselves from a website. 
To him, there is no way for a site using pre-recorded videos to tell you how to change 
your technique. Students lack the teaching and diagnostic ability to analyze their routines. 
Because of this one aspect, Edward believes online lessons will never replace face-to-
face instruction, even though he thinks online education is the way guitar will be taught 
primarily in the future. 
Fred, who works globally in the technology industry via streaming video, sees 
pre-recorded lessons and YouTube as excellent tools for the curious students who are 
looking for examples of how to work through specific playing styles and songs. From his 
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experience, there exists a lack of reliable technology in a considerable portion of the 
world. This notion is the same as Daniel’s experiences with his students in Malaysia. 
Right now, Fred sees Internet users attempting to utilize the highest bandwidths to 
communicate without any latency, dropouts, or interaction glitches. In his opinion, two 
musicians could never be able to play live online at the moment, unless you are at the top 
tier of bandwidth connections. 
Gia continually questions what she has to do to make her teaching work, and 
sometimes feels as if she has no control over the direction of the lesson. The inexperience 
of her younger students, such as not knowing how to print sheet music, has caused Gia to 
learn how to demonstrate the latest uses of technology. Out of necessity, she had to learn 
how to handle multiple technologically-based procedures to solve hindrances during the 
lessons. In the worst-case scenario, the first ten minutes may consist of trying to get the 
microphone to work or getting speakers at the optimal volume. Quite often, after 
technological adjustments, the beginning warm-ups get cut short because she wants to 
give the student as much of a lesson as possible. She ends up spending too many minutes, 
making sure the camera is not blurry or having the student reboot their computer. 
However, every time she faces problems with another piece of equipment, her 
understanding and problem-solving improve by learning how different people react to 
stressful situations.  
When Gia started with TakeLessons classroom, she had to help her students 
realize music lessons are a long-term commitment and not an instant gratification 
situation. Gia sees children so immersed in technology that; they fail to understand the 
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tactical things musicians need to do with their hands. For example, when playing the 
piano or the guitar, students do not realize the amount of skill from fingers other than 
their thumbs required to perform simple chords. 
Another observation Gia noticed with her online students is they sometimes forget 
they are talking to a real person rather than a pre-recorded video. To her, students using 
YouTube miss lesson structure as well as the core foundation of how to behave in an 
educational setting. This conduct is unique to Gia. No other educator in the study 
mentioned such an issue; however, Daniel did reference the lack of time management 
associated with students’ instant gratification from using technology too often. Gia thinks 
the disconnect comes from students following or mimicking the instructor in the video 
instead of memorizing the material like a typical one-on-one lesson. 
Gia then brings up the concern of how people get confused by the wealth of 
information available on YouTube. Because there is so much material available, beginner 
students are unable to navigate through the sea of knowledge, or as Edward said, unable 
to understand how to further their diagnostic ability. When a student is taking traditional 
lessons, an educator can talk directly to the student about details, like where your thumb 
goes on the back of your guitar. Gia, Daniel, and Edward all believe when a student relies 
too much on YouTube for private instruction, they lack the understanding it takes to 
scaffold technique into fundamentals.  
Iris is one of my study’s most prominent proponents for online instrumental 
instruction. To her, the only limitation to teaching on the Internet is not hearing the 
student’s “full voice.” Other than the audio quality, as long as the student has a suitable 
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wi-fi connection and she can conduct the lesson without persistent lag, to her, there are 
no real drawbacks. 
John, however, sees multiple issues with online education and the technology that 
has become commonplace in the industry. The first is the use of a formulaic music 
instruction structure YouTube educators use on their channels. For example, John found 
what he thought was a fantastic channel. The well-lit videos had a handsome, appealing 
instructor. The tone was positive, with 4K shots and tilt-shift zooms. However, the 
instructor ended up writing songs with instruments made out of Legos. John thinks this 
may be interesting for a child to see, but the video is not enriching a relationship with a 
student’s instrument. He believes viewers pick up on substance so fast, and if he uses the 
title graphic from Apple’s Movie editing software iMovie, many viewers will instantly 
know. John thinks the lack of cutting-edge software and camera angles causes viewers to 
dislike a video quickly to voice a contrary opinion immediately.  
The next limitation John acknowledges is how technology can inhibit the creative 
process of lessons. He films the lessons on his phone, uploads the video onto a Google 
drive, downloads the film onto his computer, and then imports it into iMovie. He then 
uses the software, After Effects, to construct thumbnails for the video. The entire process 
is lengthy and hinders his creative aspect of teaching. Instead, John would like to spend 
his time developing original music and fabricating new curriculum ideas.  
Parallel to Gia, John sees the effect technology has on attention spans as the final 
drawback to online education. John makes the analogy, “If your Mom drives you to your 
lesson on Saturday morning, you’re going to your lesson, but if you’re clicking through 
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YouTube of your own volition and you get bored for a split-second, you click to the next 
video.” He also sees the effect shortened attention spans have on YouTube educators. 
Videos need cuts, big hits, and quick moves are necessary to keep students interested 
enough to reach the end of the demonstration.  
Aspects of Teaching Online 
 There were several common topics listed by the participants when it came to the 
drawbacks and benefits of online education. The first was money. Some educators 
viewed the financial aspect of teaching online as an impediment where some thought of it 
as a benefit. For the ones who considered it a drawback, they tended to charge less for an 
online lesson than for in-person teaching. However, several instructors either charged the 
same amount or even more for an online lesson because of the broader market. For 
educators in rural areas, the market tends to force lower rates. For the participants located 
in a metropolitan market, such as New York, Boston, or London, higher lesson prices are 
typical.  
    The next drawback to teaching online is the restricted access to materials and 
specific aspects of the curriculum. The TPACK framework helped me to notice how 
instructors in the study, especially the participants with a long teaching career, utilized 
the handout and a printer as the piece of essential equipment in their lessons. However, 
wanting to provide the best educational experience for their students while embracing 
change in one’s habits is, according to Ava, Daniel, Edward, Fred, and Henry, a necessity 
in the modern educational world.  
Each educator in the study was quick to point out how online students tend to 
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cultivate both poor skills and techniques, especially compared to in-person students. 
Also, online students cannot focus on fundamentals. Students face using the Internet with 
unreliable information alongside easy access to too much material. The Internet is 
rampant with inexperienced teachers, and unfortunately, anyone can post a lesson to 
YouTube.  
     Technology tends to accelerate learning in John’s students. To him, without the 
direction of a weekly instructor, students tend to lack the single-mindedness and control 
needed in guitar lessons. Technology, unfortunately, allows and encourages students to 
jump from lesson to lesson hastily without making a real improvement. 
     In addition to what technology provides, both educators and pupils deal with 
Internet issues. These issues include connection concerns and poor audio, as well as the 
increasing cost of reliable Internet. Both students and instructors alike are required to 
have the latest versions of programs, phones, computers, tablets, in addition to gear such 
as guitars and amplifiers. The cost of online education can, for some, be enough to deter 
the idea of studying an instrument altogether. 
     An unexpected response to the question dealt with the lack of student’s internal 
reflection. Regarding technique, Edward points out that students cannot diagnose 
themselves. Without guidance from an experienced educator, students lack the insight 
necessary to know what and how to fix any issues they may be facing. Also, without 
proper structure and regiment, online education may lead to unrealistic expectations 
without specific goals.  
     Another considerable drawback for several educators in the study is the lack of 
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community between students. There exists a deficiency in collaborative music. As of this 
study, recitals for online students is non-existent for every educator questioned. Every 
instructor looks forward to advances in the field, enabling students to play along with 
another student in real-time, but unfortunately, that technology is not available yet. In 
addition to two students working together, there also exists a lack between teacher and 
student. For example, Gia sees a lack of respect from online students, and to her, she has 
less control of the lesson environment resulting in a disregard for protocol. 
     Within my participating teaching community, a few educators think teaching 
online requires more work. In addition to knowing their instrument and designing 
curriculum, educators also need to learn about new technology and various programs, 
figuring out new ways to describe older familiar topics, as well as trying to demonstrate 
hand positions without the ability to correct the student physically.  Some other 
drawbacks mentioned by a smaller number of participants (Ava, Daniel, and Gia) include 
scheduling conflicts and constantly shifting agendas, unmotivated students, and having to 
deal with challenging students and parents. 
     Comparatively, there were numerous benefits to teaching online mentioned. 
Several of the participants viewed being able to transfer money through sources such as 
PayPal and Venmo, online invoices, and credit cards instead of checks and cash as hugely 
beneficial to the legitimate business owner. Being able to track finances electronically 
has made taxes and bookkeeping much more comfortable for the instructor, especially for 
the instructor working for another company such as TakeLessons, who take care of all of 
the lesson purchases, credit card fees, and percentage splits. 
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     One benefit mentioned was the access teaching online gives to both the student 
and the educator. Every instructor praised the mobility, convenience, quick accessibility, 
and universal access the Internet provides. One instructor, Brook, appreciated how online 
education is connecting different cultures and enabling people with very different 
backgrounds. Students can study online with instructors they would never be able to 
without the Internet.  
     The student community also has flexibility when choosing teachers and can work 
at their own pace in their comfortable environment. Being able to select teachers from 
outside of a limited local area allows the student to work with a curriculum where 
instructors can present content based on need. Students can study any topic of interest 
through the use of multi-media with the ability to rewind and review the lesson as many 
times as needed. 
     Not only can students work in the comfort of a chosen environment, but so too 
can educators. Instructors can work at their own pace with a flexible schedule. Instructors 
Carl, Daniel, and Iris all acknowledge online education as helping make them better and 
more focused teachers. Henry notes how he can ensure every online student gets equal 
attention as compared to in-person ensemble students where time is restricted. The 
schedule does not consider sick or absent students. 
Curriculum Design 
One of the main themes in my study was to investigate multiple online educators’ 
approaches to teaching and how much of the curriculum came from early experiences as 
a student and how much came from their expertise as a teacher. I questioned the 
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instructors’ background, their introduction to technology, and how understanding 
technology in education helped them develop their syllabus. I wanted to know the 
decision-making process regarding the pedagogue taught and how technology factored 
into those decisions.  
In this section, by applying TPACK to Curriculum Design, I combine pedagogical 
experience, the integration of technology in pedagogy, and the wisdom the educators use 
in their curriculum delineation. Even when describing the curriculum or methods each 
teacher uses, sometimes technology is not a factor. For this section, I will include any 
non-technical aspects of the syllabi; therefore, my focus may drift toward the content 
knowledge (CK) as music rather than technology. 
Ava was the first participant to point out the way she designs her curriculum using 
her background as a student and her experiences as a teacher. Her first private teacher 
was extremely demanding. Ava describes her as: 
My teachers, one in particular, in the beginning, was very hard. She was kind of 
mean. She scared me. She would hit me with her bow, which I know; obviously, 
you’re not supposed to do, if I did something wrong.   
The instructor was very arduous, but she got results. However, her methods were not the 
best. Other teachers after her, were much kinder, but Ava feels they failed to push her as 
hard. As a result, Ava tries to strike a balance between the different approaches without 
physical abuse.  
When applying her experience as a teacher, Ava primarily uses the Suzuki 
method (Suzuki, 2007) for her violin curriculum. Even though her violin lessons 
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concentrate on ear-training, she works extremely hard to make sure her students read 
music right from the beginning. To accomplish this, she utilizes several books in addition 
to the Suzuki method because of how the Suzuki books accelerate the lessons concerning 
technical ability at a degree Ava feels goes beyond some pupils. These books include 
Alfred’s Strictly Strings (Dillon, 2006) and Hal Leonard’s Essential Elements for Strings 
(Gillespie, Hayes & Allen, 1995), which provide online mp3 recordings along with 
Kindle and PDF versions of the etude examples. For guitar, Ava uses Alfred’s Complete 
Guitar Method (Manus & Manus, 2015). The book is along the same lines as the beginner 
violin method books. It starts very slowly learning note by note and string by string in an 
open position. Students gradually begin to discover two to three notes per string, picking 
patterns, open major, minor, dominant chords, simple chord progressions, and 
fundamental dynamics.  
Technology evolves rapidly, creating an impact on teachers’ methods and the 
understanding that emerges from an interaction of content, pedagogy, and technology 
knowledge (TPACK). When asked about how her teaching method changed from when 
she first started, Ava emphasizes the increase of available materials and method books to 
assist in her curriculum design. Based upon how useful Ava feels the books can be, she 
has incorporated several books into her lessons. Technology-wise, Ava uses Spotify a lot. 
At any time, she can listen to songs to demonstrate various techniques or to hear songs 
the student may wish to learn. She also enjoys how Spotify suggests additional songs and 
playlists based upon the listening history. When constructing her curriculum, Ava 
continually uses specific topics regardless of technology. There endure never-changing 
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fundamentals she teaches from day one. The first topic is tuning and basic care of the 
instrument. Ava then moves into major scales, bowing, accurate handling and holding a 
position, proper bow holds, and how to make a sound.  
Ava finds teaching how to make a sound exceptionally challenging because it is 
such a personal thing. Even with guidance, the rudimentary pupil has to ascertain the 
process on their own. For instance, a student can move their bow a certain way, making 
sure it does not hit the bridge or come close to the fingerboard, but still not sound right. 
Over the years, Ava began to understand the best way for students to play an adequate 
tone, is to demonstrate and then have them replicate the motion in a “learn by doing” 
approach (Dewey, 1916). 
Brook’s one-on-one piano lessons always last 60 minutes. She goes through a 
series of steps every week to create a sense of continuity in the experience. She uses the 
opening five minutes to build a rapport with the student. This introductory period gives 
her a chance to connect with her students and to check in on a personal note. The next 
five minutes are for warm-ups, scales, or technique-based exercises. The following five 
minutes revolves around ear training with Brook using a question/answer improvisation 
exercise with her students. She plays a question on a pentatonic scale, and her students 
perform back a response. The back and forth continues for a couple of times, and then the 
role reverses.  
After the first fifteen minutes of the lesson, Brook moves into the repertoire. Her 
curriculum for both online or in-person lessons includes five different books, 
incorporating technical or scale-type exercises. She describes her specialized curriculum 
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as using “meaty-type books” as compared to the “more dessert-type book.” For example, 
a meat book would be Bach’s Well-Tempered Clavier (Bach & Palmer, 1994), whereas a 
dessert book would be Taylor Swift or a similar artist.  
Currently, Brook uses repertoire to focus on tonal centers like B-major or E-minor 
and improvisation. Her understanding of theory and how to teach it falls under the CK 
portion of TPACK. One example she gave was using a chord progression, running 
through the corresponding scales, while primarily working on seventh chords and trying 
to figure out the proper hand positions. She is also venturing into chord charts, using 
various arrangements to challenge her students to improvise over the chord changes. It 
excites Brook to see players start to realize you do not always have to play the notes on 
the page but can imagine more to the music. Her students will play through a few 
measures, and she will say, “I want to hear you play this section again, focusing on 
dynamics.” The purpose is to quickly find something to tweak, and then move on to the 
next idea.  
 When building her curriculum for both online and in-person lessons, Brook looks 
at what her students need compared to what they want, especially when a student has a 
list of ideas they desire to learn. With beginner piano students, if she plans on using five 
books, for example, she picks four and allows her students to choose one. With advanced 
students, they could pick two or even three. As the students improve, they earn more 
freedom to select their music as long as the fundamentals transpire. Brook also follows 
this pattern in her voice lessons. The student might not like “old Italian art songs,” but 
she is convinced, the repertoire is the best way to learn proper technique. As a result, 
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technology does not play a factor in Brook’s curriculum design. She is one of the few that 
presents material the same way for both online and in-person. 
Soon after high school, Carl started studying with Steve Gustafson, the bassist of 
the 10,000 Maniacs, who quickly became a mentor to Carl. Afterward, as Carl began 
teaching, he reevaluated his instructors and considered what he liked, did not like, and 
what worked for him as a student. He started talking to some of his peers and questioning 
their methods. For the first three months, at least once a week, various music instructors 
would tell him, “These are the problems I had this week.” To Carl, he was learning how 
to teach from the people he respected in the industry.  
With guidance, the majority of Carl’s fundamental pedagogy knowledge (PK) for 
his online lessons was trial and error. However, by going back to college and taking two 
private lessons a week for three years, he started to devise a style he felt worked for him. 
His approach depended more on the student’s progress rather than the material or the 
amount of technology involved. A typical lesson consisted of a procedure where Carl 
talked to his students about their week, ran through a warm-up, and enquired into any 
questions from the previous week’s assignment. If not, they move on to scales and any 
other topics Carl feels needs refreshed. If there is something Carl teaches the same way 
every time, such as vibrato, bow grip, and positioning, he introduces the subject in a 
lesson. Still, he sends his students a prerecorded video to use as a reference. The 
supplemental video will help if the student if they have any questions. 
Even though he has fine-tuned his curriculum, Carl loves to experiment when it 
comes to curriculum evolution and how he presents his syllabus. He shows the material 
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in three ways, and depending on if the presentation works effectively, he either keeps or 
drops that portion. He also uses other instruments such as piano, guitar, or clarinet to help 
draw parallels to help students see comparisons.  
Contrary to Carl’s presentation technique, Daniel looks at a student’s playing 
level versus study patterns and their motivation in achieving their goals when designing 
his curriculum. There is not a generic checklist because the path to musicianship is 
different for every student, but similar to the other educators, Daniel starts with the 
questions, “What did you practice this week, what did you accomplish, and what issues 
do you have?” He encourages students who are struggling with their ensemble music or 
harmony assignments to bring their material to the lesson. He wants both his in-person 
and online students to discover overlap in musical genres. 
The curriculum in Daniel’s private studio course for teachers revolves around 
different types of technologies related to teaching new topics and using the latest 
equipment. Daniel is the only instructor in the study to teach teachers rather than 
students; therefore, he has a slightly different perspective, but he still looks upon his 
pupils as students. During the second week of his class, the students review lesson 
materials. With a room full of guitar players, Daniel is amazed at how heavily the 
students use free online resources. He thinks this is a huge mistake. He voices his concern 
to the class by emphasizing how “That’s your competition.” Daniel warns the hopeful 
instructors not to tell students to go and get free lessons somewhere. Instructors have to 
show the value in meeting someone one-on-one or at least face-to-face for online students 
and giving them specific information relative to what they need as opposed to trying to 
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learn from a pre-recorded video. Daniel finds it disheartening how many students fail to 
grasp the concept of free versus lost income. 
However, even when warning against overusing free online resources, Daniel 
consistently incorporates and utilizes technology knowledge (TK) and video technology 
with YouTube’s speed settings in his lessons. For example, he has several acoustic guitar 
students who want to perform as a solo artist, but need some pieces slowed down to 50% 
to work out the sections. The genre is highly complicated due to the combination of many 
different techniques. He has to integrate articulation, dynamics, percussiveness, and 
syncopated strum patterns at the same time. Even with notation, players have to translate 
drum, guitar, and other accompaniment parts into left-hand fingerings and difficult 
percussion parts. Similarly, with classical players, slowing down the videos to see exact 
fingerings as opposed to guessing is necessary. 
 Compared to everyone else in the study, right from the beginning, Edward did 
things differently. His curriculum design has a narrow focus and massive structure based 
on the use of technology. To him, online education had problems, and he set out to fix 
them. When he began his business, a few free websites demonstrated how to learn 
popular songs, which, according to Edward, is a “shallow and well-worn” path. To him, 
sites fail to help the student dive deeper into the instrument. They also create problems by 
focusing too much on how to play the same songs over and over. When Edward built his 
website, he took everything he knew from teaching and tried to put it online. The 
structural design uses a progression of difficulty organized by different categories and 
topics. Labeling different areas of competence, and because the average student cannot 
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quickly improve their skills at everything, he directs visitors to his website to focus on a 
particular aspect of their playing until they see improvement. 
 Edward’s website currently has about 700 pieces of content. Within the next five 
years, he anticipates that number to grow to at least one thousand. However, if the 
website presents a thousand lessons, he knows only a fraction of his students would ever 
complete all of the material, and according to Edward, this is a good thing. He does not 
want his curriculum seen as a book his students can close. His intent is for his pupils to 
have a long journey that is available to them at any time for many years. To accomplish 
this goal, Edward approaches the curriculum with the idea of identifying abstract 
concepts such as understanding the notes on a guitar, taking control of the guitar through 
technique, building necessary musical skills, understanding how music works through 
theory, and reading sheet music. He is not interested in regurgitating simple songs 
students can learn from dozens of other websites. To accomplish his ideal curriculum, he 
divides his lessons into one of six difficulty levels, all of which are available only online. 
For example, Level 1 consists of fifteen open position chords. Whether it is a sight-
reading exercise, a technical drill, or even a music theory concept, students are required 
to produce one of those fifteen chords or similar enough that the difference would be 
slight.  
Once a student moves past the first level and beyond open position into barre 
chords, they start to build a foundation of chords, rhythms, and harmonic concepts, which 
Level 2 tags as used. As a result, if a player is on Level 2, they will only encounter things 
with a Level 2 difficulty. 
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When Edward creates a curriculum, he thinks less about the student taking it, but 
more about the result of what he hopes they achieve. He describes these results as 
“dependencies.” These dependencies scaffold-based upon the idea where Edward cannot 
ask a student to play something he has not explained. Using each student’s dependencies, 
Edward can now assign tags for every piece of content that indicates the concepts needed 
to approach a lesson. 
These dependencies prevent Edward from working in a way he thinks is 
inefficient. He feels most educators tend to labor in a way that is too structured where 
they try to design a perfect learning program but then forget to acknowledge students do 
not always follow it exactly the way the instructor wants. As a response, his teaching 
became less linear, which is in line with recent critiques of the spiral curriculum, 
increasing complexity each time the student visits an idea (Johnson, 2012), and Bloom’s 
Taxonomy, which consists of six levels (Heick, 2019). Each stage helps educators think 
about their teaching and learning of their students through the lens of cognitive behavior. 
The fifth level is to evaluate the activities based on the significance or value of the action. 
The sixth is to create a new solution. 
Initially, Edward would present information in a book format resulting in the 
student playing it at a prescribed time. The material would be on a particular page, and 
when reaching page 30, for instance, the student had to learn this concept. Whereas now, 
he introduces concepts when they seem most relevant. Sometimes a student is yet to 
cover an idea but wants to learn a particular song. Edward would say, “You should 
probably try this exercise because it is the fastest way to get your right hand to do what it 
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needs to do.” Now the technique is relevant to the curriculum.  
Having a younger student base, Gia sees some of her students struggling with the 
concept of not being able to perform pieces they hear. Some lack the comprehension to 
grasp the curriculum through verbal communication, especially her online students, and 
need more of a visual component to their instruction. However, she does her best to help 
the student comprehend the development of learning specified skills to achieve the 
ultimate objective.  
In contrast to Gia, but similar to Edward, Henry begins with the result in mind. He 
approaches curriculum design, whether it be online or face-to-face, by identifying the 
behavior he wants the student to accomplish at the end of the class. To him, curriculum 
design is coming up with a “laundry list” of the smallest accomplishments he wants the 
student to achieve. Henry tries to inspire students to become motivated to play music and 
various methods to help them learn. To do so, he uses tablature to help students learn 
about a concept or technique and then shows them how to adapt it to other musical 
situations. According to Henry, tablature is “fantastic” when relaying information. He 
thinks the music notation system can communicate both basic and advanced concepts. He 
compares, in standard notation, the doubling of notes, double flats, double sharps, and 
chromatic music sometimes impedes a student’s understanding of a piece. To avoid 
confusion, Henry sees tablature as a quick and easy solution to an unnecessary problem. 
Henry’s method also prevents a significant problem he sees with some pedagogy. 
He is quick to point out how some educators have students “learn, talk, and write about 
something every possible way, then ultimately get their instrument and try it out.” He 
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believes it is more beneficial to have the student play it first, then modify it to different 
situations. This philosophy falls in the progressive education movement, “learn by 
doing,” as defined by John Locke and Jean-Jacques Rousseau and developed by John 
Dewey (1916). Henry talks about this technique at educational clinics all over the world 
and tries to help people discover something fascinating and exciting about learning.  
Iris always begins her vocal lessons with an introduction and a review from the 
previous week. What differs is how much of the lecture percentage this consumes. She 
tries to keep the conversation to no more than five to ten minutes. This action is less than 
the other educators. Following the introductory period, if Iris is working on a specific 
skill, song, or audition prep, the warm-up will reflect what her student is learning. 
Afterward, how the lesson commences is up to the student. She allows her students to 
have more control over the lesson direction than any of the other participants in the 
investigation. However, if her students stay with her for longer than a couple of months, 
Iris is going to make them see the benefits of studying theory. Eventually, it becomes a 
principal component of her curriculum. If she has a student twice a week, one day a week 
is a vocal technique, and the other is music theory.  
When asked about her influences, Iris admits she borrowed several ideas from her 
yoga instructor, not her vocal teachers. She concentrates on breathing and relaxation to 
set the tone and a feeling of relaxation. Vocalists have trouble singing when tense. 
Understanding this simple notion was an epiphany for Iris. Consequently, she begins both 
online and in-person classes by instructing her students on how to breathe and focusing 
on how to inhale and exhale. Once she started figuring out a way to talk about the jaw 
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and placement, her lessons went from very academic to comfortable and free-form.  
Teaching using a free-form system, Iris prides herself on things evolving 
naturally, especially with practice techniques. As with any instrument, there exists a 
natural progression. Knowing how to practice correctly is paramount. Some students can 
leave a thirty-minute lesson, come back the following week, and be a different singer 
because they understand how to apply concepts. The curriculum needs reorganization 
depending on the student, but the content leveraged is consistent. Therefore, Iris worries 
more about how to teach, which is very different than Edward, Henry, and John. 
When considering his curriculum, John puts more thought into what to teach or 
the content. His early curriculum consisted entirely of handouts, of which the most 
popular was two full pages of six empty fretboards. He would have his students fill in all 
of the notes on the fretboard and challenge his pupils to find specific notes on the guitar. 
For scales, he would start with the major scale interval pattern of WWHWWWH with W 
representing a whole-step or two frets on the guitar and H representing a half-step or one 
fret. Surprisingly, John would not teach his students the Circle of Fifths. Instead, he 
would use the WWHWWWH formula and give them random starting notes to figure out 
various keys. The students were then assigned to fill out the answers on a blank fretboard. 
Today, John’s pedagogical design is very different from every other participant 
because he does not consider himself as having students, per se; he has followers and 
subscribers. He does not view his videos as “lessons,” and all of his curricula occur 
asynchronously and available only through YouTube. John does not post tutorials on any 
particular software or gear, and he does not teach theory. He hopes that non-musicians 
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will find his conversations interesting and keep watching. John also tries to provide 
material musicians will enjoy enough to prevent them from switching to a different 
channel. 
For the viewers choosing to watch the entire video, John designs his songwriting 
curriculum around the idea of living in “fast and uncertain times.” He thinks history has 
always shown distinct art in general, including music, and songs can rise to meet those 
uncertain times as a voice of the people and the voice of reason. Philosophically, he 
accepts how he cannot change the law or help someone hundreds of miles away, but he 
can write a song with words people can sing to each other and reach someone that needs 
to hear them.  
As TPACK helps educators to understand the interaction of content, pedagogy, 
and technology knowledge, the benefits, drawbacks, and future of online education are 
direct reflections of each separate component. Utilizing content knowledge, the 
incorporation of basic learning materials into a technology-based pedagogical design, 
along with the analysis of teaching and learning methods, teaching online and designing 
curricula are changing to reflect the needs of today's educators.  
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CHAPTER SIX: The Future of Instrumental Instruction 
 
Results Related to the Literature Review 
 The findings from the study clarified the use of TPACK as a framework for 
studying the impact technology has on curriculum design. By understanding the history, 
opportunities, and challenges of online education, the participants in this study have 
provided data that had not been previously exposed or adequately described with the 
findings aligning with the information presented in the literature review. More 
importantly, my findings and analysis will add to the growing body of literature with an 
in-depth view of the investigative field of how integrating technology into pedagogy can 
help educators understand and utilize why students are looking online for instrumental 
education. By using the TPACK framework in my data and data analysis, conclusions 
formed directly in the context of what might be relevant to the discussion, show how the 
results have extended those boundaries. These conclusions led to implications and point 
to field-specific (i.e., music education) suggestions. 
     The extent to which the results clarify, contribute towards, or contradict the 
findings of other researchers varies depending on the research topic. When using TPACK 
as a framework, it is necessary to separate the multiple ways technology, pedagogy, and 
content are related to a general, more accessible teaching practice. Some instructors’ 
transition to teaching involved technology from the beginning. Technology came later for 
some, specifically in the curriculum design stage. As related to Tolinski and DiPerna 
(2016), Petrucci (2002), and Rees (2002), access to technology does more than creating 
 	
133 
	
opportunity. Instead, it spurs educators to incorporate new methods of design to reach the 
student of today. Every educator in the study listed the use of technology as an essential 
aspect of teaching music in today’s society. Even with multiple pedagogical sources 
available such as TI:ME, SITE, AERA, and AACTE to assist educators, none of the 
participants mentioned using these resources. Rather than looking for new topics to teach, 
the instructors instead chose to demonstrate and repeat the fundamentals their instructors 
taught them, as relatable to my third research question. The primary difference is not in 
what they teach, but in the manner how they present content. None of the participants 
mentioned adding new concepts to their curriculum, but rather, the conversations 
revolved around new ways to convey old material. 
     There are many potential explanations for the focus on presentation. With 
instructors dedicating so much of their time learning to use new technology and 
applications, they may not be able to incorporate new musical concepts and material into 
their curriculum. This learning curve may be the reason many rely on long-standing 
content-based knowledge rather than searching for and incorporating the latest 
curriculum ideas. With the ever-increasing level and complexity of technology, the steep-
learning curve each educator has to travel in hopes of competing in the market-driven 
situation of modern online teaching platforms may be considered the most compelling 
critique of TPACK utilization. As instructors compete for business, they need to ask what 
is most appealing to learners of all ages, in many places, and at different times. Students 
have reasons for choosing one instructor over the other. It could be location, lecture 
presentation, topics of study, etc.  
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 This trajectory was a surprising finding since the educators in the study felt 
instructors are supposed to practice and demonstrate mastery of all aspects of online 
teaching ranging from creating and modifying curriculum to understanding the 
technology necessary to deliver the experience of lessons. However, they did not seem to 
recognize the potential leverage technology could provide in terms of curriculum content. 
     A closer examination of this data revealed the application of TPACK into the 
curriculum is relative to the growth of technology and the incorporation of online 
communities such as TakeLessons, Berklee Online, and Active Melody. This result 
agrees with Graham’s (2011) assessment of TPACK’s assimilation with content-specific 
pedagogy as well as Shulman’s (1986) concern with educators’ good teaching practices. 
This significant confirmation helps validate TPACK as a research framework, but also 
how teachers achieve the incorporation of technology, content, and pedagogy in their 
instruction.  
     When relating the relationship of this study to relevant research literature, the 
strengths in distance learning and technology, teaching strategy and pedagogy, and 
teachers taking control of their curriculum were all corroborated by other researchers. As 
stated earlier, with the creativity and patience of quality educators taking the time to 
create a suitable curriculum, online education will continue to present opportunity and 
proficiency, even if not in the traditional classroom setting. By examining prominent 
online educators’ curriculum design and creation, this study helps to determine if and 
how much of a role technology plays in distance education. The investigation benefits the 
understanding and use of technology in the classroom. 
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Limitations of the Research 
 The small sample, limited contact, and scheduling conflicts impacted the 
interpretation of when and how the results might be applied. Each teacher uses strategies 
based on what does or does not work for them in a familiar situation, which, as a 
researcher, I cannot control. Curriculum design and the ability to integrate technology 
depends upon resource understanding and educational background. Knowledge, 
experience, and technique vary among educators. This understanding is not necessarily a 
negative, but it does shed new light on the learned lesson.  
 The study emphasized using TPACK as the framework and the implication of 
technology use in an attempt to understand a specific topic without rigor. Internally, the 
data collection process could have included phone interviews, group versus single, one-
on-one discussions, as well as a more significant period to gather data. These elements, 
along with different inquiry topics, would impact results and interview procedures. 
 Finally, research experience and interview proficiency would sway the interaction 
between interviewer and interviewee. The ability to make a participant comfortable and 
willing to divulge a more considerable amount of relevant information will ultimately 
affect the amount of data available for analysis in addition to the length of the study. 
Implications for Online Education: Suggestions for Further Research 
 The importance of the study is how the findings support the need to consider the 
broadness of online education. Distance learning is continuously expanding. If educators 
can accept the significance of technology and utilize it in their future pedagogy design, 
multiple sources such as TI:ME, SITE, AERA, and AACTE are willing to help with 
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building their curriculum. Several educators in this study wished for a stronger student 
community. Still, none of them spoke of a more active community for educators, thereby 
missing the opportunity that is already strong and growing. In retrospect, another 
valuable perspective worthy of future study may be to look at educator communities and 
how educators can benefit from other instructors. I would also suggest programs to help 
train educators be better online educators. These programs would include the training 
necessary to understand and use different programs without costing valuable lesson time. 
By instilling the knowledge to use these pieces of technology better, it would help 
educators focus on the content in their lessons and curriculum design instead of them 
learning along the way. 
 New research questions for future research with the TPACK framework showed 
there are more than just technical challenges that pose problems for the modern educator. 
However, teachers can persist and thrive in online music education if the growth of 
technology occurs alongside a significant advancement in pedagogy. Every educator in 
this study taught the material they were shown as a student but did not recognize the 
potential of embracing new and current changes to their instrumental field. Yes, the 
instructors use relatively contemporary songs as examples; however, the majority of the 
participants analyze and break down the music using a method that is decades if not 
centuries old. 
     Several new research questions to consider for further investigation include: 
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1. Is there a difference in the way educators utilize technology in their curriculum 
relative to their time spent as an educator? 
2. How do new educators compare their circumstances to a senior (term-wise, not 
age) educator who evolves their teaching practices as a means to continue 
working, and how often does the evolution happen? 
3. Is there an opportunity to develop a stronger community for online educators? 
 
 Is there a difference in the way educators utilize technology in their curriculum 
relative to their time spent as an educator? Inan and Lowther (2010), found that the 
number of years teaching combined with educators’ age negatively influence computer 
proficiency and technology integration. Van derKaay and Young (2012), focused on the 
degree to which community college faculty used technology. They found overall that 
older faculty used technology slightly less than their younger counterparts. They also 
concluded that both age groups used similar types of technologies and felt each age-
group had equivalent degrees of perceived skill with those technologies. However, 
despite parallels in perceived use, the study’s older participants considered technology a 
cause of stress. Both of these studies show technology’s adverse effects based upon age 
but open up the idea of asking where precisely the positive threshold of age and 
technology exists? 
           How do new educators compare their circumstances to a senior (term-wise, not 
age) educator who evolves their teaching practices as a means to continue working, and 
how often does the evolution happen? Bristow (2019) mentions that demographics, 
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globalization, and income inequality will affect the working community in the future. 
Still, it is the advances in technology that he expects to have the most significant impact 
by all careers requiring the use of technology that results in resilience, problem-solving, 
values, and leadership of people. 
           Research has shown that certain conditions “promote professional, self-regulated 
learning” (Timperley, Wilson, Barrar, & Fung, 2007, p. 225). The authors classified 
teachers in the study showing both content knowledge (CK) and the desire to seek peer 
support as self-regulated learners. The researchers found that these educators tend to ask 
the questions: “Where am I going? How am I going? and Where to next?” The first 
question of “where am I going” was outlined using sufficient problem-solving or reading 
comprehension based upon state standards and how each educator ignored or applied new 
pedagogy knowledge (PK) to learning situations. The next, “how,” used the analysis of 
how effective educators’ teaching helped their students’ progress toward their goals. This 
aspect of Pedagogical Content Knowledge (PCK) shows the connections between 
curriculum, assessment, and pedagogy, which ties into the final question, “where to 
next.” After combining all three items, the focus became centered upon the knowledge of 
curriculum content and student progressions (Timperley, Wilson, Barrar, & Fung, 2007, 
p. 225). Education and changes in the workplace have been studied for decades, but not 
necessary for music educators in an online environment. Further research can apply the 
concepts brought forth by researchers such as Bristow and Timperley and focus their 
questions as directly related to music education and TPACK.  
           Finally, is there an opportunity to develop a stronger community for online 
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educators? Darby (2020) believes the answer is yes. Her advice guide suggests educators, 
regardless of specialty, seek an online mentor. Educators should connect with colleagues 
who face similar teaching issues in the hope of obtaining new insights and viewpoints. In 
addition to online discussions, Darby recommends workshops, showcases, and 
conferences to exchange ideas with fellow online educators. Here are opportunities for 
teacher education, mentoring, and partnering through demonstrations showing teachers 
how to develop and use and create resources such as YouTube videos with text and 
aminations, for example. 
           The website edWeb.net is but one source that is already serving the global 
education community by linking visitors and members to free edWebinars and 
professional learning communities. The creators of this site hope educators will take 
advantage of their services and share ideas to improve teaching, learning, student 
achievement, and school culture for others. Further research could confirm their notion 
that “collaboration and peer-to-peer learning accelerates the sharing of innovative ideas 
and resources, the knowledge of what works, and how to do it” (edWeb.net, 2019). 
 The findings from this study show how technology affects curriculum design and 
lesson plans, regardless of age or experience of the educator. It is possible to justify 
further study through extending investigation based upon the aforementioned new 
research questions into other fields of distance education. These fields include foreign 
languages, writing classes, and mathematics, to name a few. Such an examination will be 
compelling if the study takes into account the ways experienced educators evolve their 
curriculum by embracing the interchange technology that provides evolving curriculum 
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design. Also, I would suggest further research inquiring into the individualized nature of 
different instruction levels, for instance, beginner, intermediate, and advanced. There are 
multiple possibilities for new research when dealing with implications of how curriculum 
design can change depending on the skill of the student.   
 Since my study focused on a particular set of inquiries, the ultimate goal would be 
to question how educators who have experience teaching in a different style and manner 
(pre-Internet era) integrate technology into their pedagogy. This idea leads to a critical 
finding of my study, where different age brackets favor the use of technology. By talking 
to my participants, I noticed a slight trend toward my older participants tending to use 
more offline materials, such as handouts and instructional method books, compared to the 
younger participants. The younger aged participants had less of a reference music library 
and relied more on online music libraries and Google pages. This drift may create bias in 
hiring practices creating implications for specific age demographics. There was one 
instructor in this study who started teaching using online education from the beginning. 
Therefore, this method could enable further studies to compare how new educators who 
know of no other way compare to experienced teachers using technology as a necessity to 
continue their career.  
     While the results of this study are consistent with research listed in the Literature 
Review, the outcome might not apply to other settings due to the nature of music 
education. The fundamentals of how instructors teach music theory remain relatively 
constant from one generation to another. In contrast, biology, chemistry, and physics are 
continually changing as leaders in those respective fields discover new epiphanies. As a 
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cautionary note, the assessment based on this data is only suggestive and serves merely as 
an indicator of a potential resource for future researchers.   
Reflections on the Findings  
The answers to the underpinning research questions as to the approach music 
educators take toward online curriculum are directly related to technology and how each 
instructor embraced the application in their teaching. To explain the findings and why 
they are essential, I used TPACK to study the patterns or trends emerging from the results 
and their meaning concerning the research problem. Many design features of the study, 
such as the use of an interview guide and consent form, added to the reliability of the 
data, giving the project’s findings credibility. 
 All of the participants quickly answered the question of curriculum design 
influenced by experience in technology and content knowledge. Every instructor 
involved, regardless of age or experience, designed their curriculum around technology 
and utilized applications as well as various software and computer programs. Based on 
the evidence provided, technology is seen as useful in how educators design curriculum, 
present, and teach, but not in their ability to interweave new material into their pedagogy. 
This finding implies that the fundamentals of the music curriculum and their teaching 
methods are not changing from generation of educator to educator. 
  Each instructor eagerly discussed their early experiences as young musicians. The 
knowledge learned from these initial lessons is what every participant used as a guide to 
how they teach now.  
 This study centered on how the influence of technology in curriculum design can 
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result in a productive viewpoint of how broad of a spectrum technology plays in distance 
education while providing insight to teaching online and how to be successful. As 
Mehlinger and Powers (2002) said,  
 Modern technology is transforming every aspect of how we live and relate to 
 others. There is no way we can build walls or fences to insulate education from 
 the impact of technology. The issue is what kind of changes technology will 
 promote and whether education will be better or worse because of the power of 
 technology. The answer to shape these questions is unknown, but they are in our 
 power to shape. (p. 307) 
 Students all over the world face caveats with online education and the digital 
divide. Whether it be bandwidth issues, access to the Internet, hotspot versus Wi-Fi, or 
not being able to afford a better data plan, some matters are beyond their control. Some 
people may not be able to purchase a fast enough data plan to reliability enroll in an 
online education program. People with learning, mobility, visual, and hearing disabilities 
might find online education a hurdle difficult to overcome Financial restrictions are one 
aspect, and prioritizing resources quite often factor into the equation. Unfortunately, it is 
sometimes not up to the student. Some students will, without question, invest their money 
into obtaining the best education possible. However, the government may restrict their 
online accessibility, or a mountain may be blocking signal, creating a dead spot, thereby 
limiting availability. Some things are under our control, and some things are not. There 
may not necessarily be an answer to these problems, but we need to acknowledge they 
are there and, at least, keep looking for a solution. 
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 With educators utilizing in-person and online teaching methodologies, 
developments and general trends in technology may someday foster an educational 
community with a broader acceptance of technology built upon the wishes and hopes for 
the future. Blended education, both online and traditional campus platforms have the 
potential to prosper in all forms of instrumental education if technology and curriculum 
can advance together.  
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APPENDIX A: INTERVIEW GUIDE FOR CASE STUDY PARTICIPANTS 
 
Musicians are always looking for instruction methods to help them improve upon their 
ability, their personal interests, and overall musical knowledge. Students worldwide hope 
to increase their musical knowledge through instruction, concerts, and performance 
through online communication, monthly publications, and especially online music 
instruction 
 
1. Background as a student 
a. Tell me in detail your educational experiences.  
b. Will you talk a little bit about your teacher(s) and how they taught including 
what they used as helpful gadgets during their lessons?  
c. Give me examples of the technological, or lack-thereof, items such as a 
metronome that was used in your lessons as a student.  	
2. Teacher Qualifications and Standards 
a. What motivated you to start teaching? 
i. Tell me when and why you started teaching. 
b. What was the format? Group, one-on-one private, informal demonstrations for 
your friends, etc. 
c. Have you stuck with this format? 
d. When you first began teaching, how long was it in-between you using 
technology into your own lessons that you had not seen in your previous 
lesson experiences?  
e. When did you start doing things differently than how you had been taught? 
f. Examples? 
g. When you started using the phone and online source material, are there any 
particular people that you used more than others, who did you watch for 
inspiration or guidelines? 
h. What were some of the main points that you took away from those videos? 
i. Presentation ideas, techniques, topics, lighting, etc...? 
 
3. Curriculum Design 
a. Let’s talk about your approach to teaching. 
b. How do you develop your curriculum? Is there a method or a pattern? 
c. How big of a part does technology place in the process?  
d. Do you create each lesson as a separate topic or are the lessons linked one to 
another?  
i. How does this factor into your design and lesson choice?  
e. Has technology changed how you deliver that content?  
i. If we took away your smartphone, which is the prevalent piece of 
technology in your lessons, how different would your lessons be 
compared to your lessons twenty years ago? 
 	
145 
	
f. How much of your curriculum comes from your lessons as a student and how 
much comes from experiences learned as a teacher? 
i. Do online or private, one-on-one lesson requests factor into your 
choices? 
g. How has your teaching method changed from when you first started to where 
you are now?  
i. What kind of evolution have you seen in both your curriculum and 
your teaching style? 
h. What concepts or techniques for teaching music do you use more often, 
regardless of prevailing technology? 
i. How do you approach the idea of breaking down difficult concepts and 
presenting them in a clear and logical step-wise manner? 
ii. Are there any concepts that you’ve tried, and they failed? 
iii. Are some more difficult than others, not only to teach but for the 
student to learn? 
i. Do you differentiate curriculum created for private lessons compared to online 
or are the concepts presented in the same ways? 	
4. In-person versus online students.  
a. Do you approach your online lessons differently than in-person lessons? 
i. If so, how? 
b. What is your average length to the online lessons? 
i. Is that a planned time or does the length vary on subject? 
ii. What are the ranges of your lessons before and after editing? 
1. Do you edit the lessons? 
c. Will you take me through the structure of the lesson? What do you do in the 
first 10 minutes, second 10 minutes, and finally the last 10 minutes? 
d. Do you edit your lessons or present them as is? 
 
5. What do you think is really important in music teaching? 
a. What should every instructor be able to do and teach? 
b. As an educator, have you ever watched another instrumental educator gained 
insight into another instrument? As an online educator, have you ever watched 
a trumpet lesson, for example, and had that affect your teaching style and 
curriculum? 
i. Have you ever steered students away from certain sites because you’ve 
found them to be incorrect or are there any sites you would 
recommend? 
c. How much does education play in your lifestyle? 
d. What do you think are your responsibilities as an educator? 	
6. Online Education 
a. What do you think are the benefits of online education? 
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i. Do these benefits encourage the development of an online student and 
if so, how? 
b. What do you think are the limitations of online education? 
i. Do these limitations inhibit the development of an online student and 
if so, how? 
c. In your opinion, what opportunities or limitations can enhance or detract the 
experience of learning online? 
 
7. The Future of Online Education 
a. What developments or general trends in technology, do you see advancing 
during the next year and how will they affect your curriculum? For example, 
online speed and availability. 
b. In two years? 
i. Do you expect to see these being incorporated into online education? 
ii. Do you see these becoming a factor in how you design your lessons? 
iii. Do you think any of these developments will impede online education? 	
8. Do you have any suggestions regarding any questions I could add to the 
questionnaire?  
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APPENDIX B: CONSENT FORM  
A CRITICAL REVIEW OF ONLINE MUSIC CURRICULUM: 
A CASE STUDY OF EDUCATOR PERSPECTIVE 
 
Thank you for taking the time to be a part of this study. 
Please read this form carefully. 
 
 
The purpose of this form is to provide you with essential information. If any of the 
statements or words in this form are unclear, please let the research team know. I will be 
happy to answer any questions about the study or any portion of this form. 
 
The person in charge of this study is D. Franklin (Frankie) Price (myself) with Dr. James 
Imhoff acting as dissertation advisor.  
 
You can reach me at 617-549-8008 (Cell) or by email at d.franklin.price@gmail.com.   
If necessary, Dr. Imhoff is available for questions at jfimhoff@msn.com. 
 
If you have questions about your rights as a research subject or want to speak with 
someone independent of the research team, you may contact the Boston University IRB 
directly at 617-358-6115. 
 
If you decide to take part in this research study, I will ask you to sign the consent form 
before we conduct any study procedures. I will provide you with a signed copy. 
 
Why is this study being done? 
 
The purpose of this study is to look at how technology plays a part in the curriculum 
design of online instruction. You are being asked to take part in this study because of 
your extensive background as an online instructor, your expertise in the field, your online 
presence as well as various mobile applications, and your comprehensive student base. 
 
How long will it take to complete this research study? 
 
I expect for the research study to last approximately one year with results being made 
available to all parties involved after the completion of the dissertation. 
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What is involved in the research study? 
 
Each case study will be interviewed once for an approximate amount of time. There is not 
a set time limit and depending on the interview, this time may fluctuate.  
 
The interview will consist of questions involving teaching and musical background, 
curriculum development, and technological issues regarding procedure and curriculum 
design.  
 
The dissertation will include the transcribed interview. 
 
Audio Recording of the Interview 
 
The interview will be recorded using multiple audio sources. Any information utilized in 
the research will not identify you by name, and any information you wish to be discarded 
will not be included in either the study or transcription. At any time, any identifiable 
personal information will not be made available to anyone. 
 
If at any time you become uncomfortable during the interview, we will take a break or 
stop. You do not have to answer any questions that make you feel uncomfortable and you 
may withdraw from the study at any time. 
 
Storing Study Information for Future Use 
 
I will save the interview recordings for future research related to curriculum design and 
development. Only the researcher and the interviewee will have access to the interview 
recordings.  
 
I will protect your privacy by keeping the recordings for five (5) years on multiple 
external hard drives as well as a password-protected computer in a locked file.  
 
 
 
Do you agree to let us record the interview during this study? 
 
______YES            ______NO        _______INITIALS 
 
Do you agree to let us store your study information for future research related to 
online curriculum design and technology use? 
 
______YES            ______NO        _______INITIALS 
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If necessary, the following people or groups may review the study records for purposes 
such as quality control or safety: 
• The Researcher and his research advisor (Dr. James Imhoff). 
• The Institutional Review Board at Boston University 
o The Institutional Review Board is a group of people who review human 
research studies for safety and protection of individuals who take part in 
the studies. 
• Federal and state agencies that oversee or review research 
• Central University Offices  
 
There is no compensation for taking part in this study, and there are no costs to you 
for participating in this research study. 
 
 
Statement of Consent  
 
I have read the information in this consent form. I have been given a chance to ask 
questions. My questions have been answered to my satisfaction, and I agree to participate in 
the study. 
 
 
SIGNATURE 
 
 
______________________________________ 
 Name of Subject 
 
 
______________________________________ ____________________ 
Signature of Subject Date 
 
 
I have explained the research to the subject and answered all his/her questions. I will give 
a copy of the signed consent form to the subject. 
 
 
  
Name of Person Obtaining Consent 
 
 
___________________________________________ _____________________ 
Signature of Person Obtaining Consent Date 
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APPENDIX C: INTERVIEW CODES 
Interview Codes
Content Knowledge (CK)
Educator Background
Family Member
Starting Playing at a Young Age
Instruments Played
Lessons
Played at School
Teacher
Teaching Inspiration
Curriculum
Technology Influence
Performance Opportunities
Technical Content Knowledge (TCK)
Transition intoTeaching
When the CS Started Teaching
High School
College
After College
Teaching Locations
Curriculum Structure
Drawbacks to Teaching
Benefits to Teaching
Reason for Teaching
Influence on Curriculum
Distance Learning
Technical Knowledge (TK)
Technical Influence in the CS’s 
Lessons / Curriculum
Reason for Online Software
Examples of Technology in Lessons
Specific Websites
Technical Pedagogical Content Knowledge (TPACK) 
Curriculum Design
Role of Technology
Specific Topics in Curriculum
Method Books
Approaches
Approach to Teaching
Approach to Curriculum Design
Approach to Online Curriculum Design
Lesson Structure
Online vs. In-Person
Specific Websites
Pedagogical Knowledge (PK)
Essential Teaching Aspects
Fundamentals
Classifications
Personal Evaluation
Requirements
Pedagogical Content Knowledge (PCK) 
Responsibilities of a Teacher
Personal Education
Students
Curriculum
Technical Pedagogical Knowledge (TPK)
Benefits, Drawbacks,
and the Future of Online Education
Drawbacks to Teaching Online
Benefits to Teaching Online
The Future of
Online Education
Insight to Teaching Online
Lesson Platforms
Teaching Methodology
Certifications
Wishes for the Future
Example of a Successful Online Lesson
Hopes for the Future
Developments and General Trends in Technology
Response to Internet Speed
 	
151 
	
REFERENCE LIST 
Adams Becker, S., Cummins, M., Davis, A., Freeman, A., Hall Giesinger, C., & 
Ananthanarayanan, V. (2017). NMC Horizon Report: 2017 Higher Education 
Edition. Austin, Texas: The New Media Consortium.  
 
Adroit Market Research. (2019). Online music learning market to hit 143.3 Mn by 2025:  
Global insights on key trends, recent developments, drivers, restraints, top 
brands, and regional overview. Retrieved from 
https://www.globenewswire.com/news-release/2019/09/30/1922237/0/en/Online-
Music-Learning-Market-to-Hit-143-3-Mn-by-2025-Global-Insights-On-Key-
Trends-Recent-Developments-Drivers-Restraints-Top-Brands-and-Regional-
Overview-Adroit-Market-Research.html 
 
Allen, I., Seaman, J., Poulin, R., & Straut, T. (2016). Online report card: Tracking online 
education in the United States. Retrieved from 
http://www.onlinelearningsurvey.com/reports/onlinereportcard.pdf 
 
Allen, M., Gillespie, R., & Hayes, P. (2004). Essential elements for strings. Milwaukee, 
Wisconsin: Hal Leonard Corporation. 
 
American Association of Colleges for Teacher Education. (2019). About AACTE. 
Retrieved from https://aacte.org/about-aacte/ 
 
American Educational Research Association. (2020). Membership. Retrieved from 
https://www.aera.net/Membership 
 
Anderson, A., Barham, N., & Northcote, M. (2013). Using the TPACK framework to 
unite disciplines in online learning. Australasian Journal of Educational 
Technology, 29(4), 549-565. 
 
Anderson, T. (Ed.). (2004). Theory and practice of online learning. Retrieved from 
http://biblioteca.ucv.cl/site/colecciones/manuales_u/99Z_Anderson_2008-
Theory_and_Practice_of_Online_Learning.pdf 
 
Apczynski, D. (2008, November). Tune up, log on, rock out: Exploring the online 
frontier of guitar education. Acoustic Guitar, 19(5), 46-56. 
 
Arasaratnam-Smith, L., & Northcote, M. (2017). Community in online higher education: 
Challenges and opportunities. Electronic Journal of E-Learning, 15(2), 188-198. 
 
Archambaulta, L., & Barnett, J. (2010). Revisiting technological pedagogical content 
knowledge: Exploring the TPACK framework. Computers & Education, 55, 
1656-1662. 
 	
152 
	
ArtistsHouseMusic. (2012). Music educator profile: Berklee professor of guitar Rick 
Peckham. Retrieved from https://www.youtube.com/watch?v=GCRfo93PHW4 
 
Atlas.ti. (2019). What is narrative research? Retrieved from https://atlasti.com/narrative-
research/ 
 
Austin Classical Guitar. (2015). Developing excellence in the guitar classroom. Retrieved 
from https://www.youtube.com/watch?v=G9iE7CfrNSY 
 
Bach, J., & Palmer, W. (1994). The well-tempered clavier. USA: Alfred Publishing Co., 
Inc. 
 
Banks, J. (1998, October). The lives and values of researchers: Implications for educating 
citizens in a multicultural society. Educational Researcher, 27(7), 4-17. 
  
Bereiter, C. (2014). Principled practical knowledge: Not a bridge but a ladder, Journal of 
the Learning Sciences, 23(1), 4-17. doi:10.1080/10508406.2013.812533 
 
Biamonte, N. (Ed.) (2011). Pop-culture pedagogy in the classroom: Teaching tools from 
American Idol to YouTube. Lanham: The Scarecrow Press, Inc. 
 
Bolkan, J. (2017). Report: Digital curriculum spending up 25% in 2016, most schools to 
increase in 2017. Retrieved from 
https://thejournal.com/articles/2017/01/03/report-digital-curriculum-spending-up-
25-percent-in-2016-most-schools-to-increase-in-2017.aspx 
 
Bosepflug, G. (2004). The pop music ensemble in music education. In C. Rodriguez 
(Eds.),  Bridging the Gap: Popular Music and Music Education (pp. 204-223). 
Reston, VA: MENC: The National Association for Music Education. 
 
Bowman, J. (2014). Online learning in music: Foundations, frameworks, and practices. 
Oxford, Oxford University Press. 
 
Brinkmann, S. (2013). Qualitative interviewing: Understanding qualitative research. 
[Oxford Scholarship Online version]. Retrieved from 
https://www.oxfordscholarship.com/view/10.1093/acprof:osobl/9780199861392.0
01.0001/acprof-9780199861392-chapter-2 
 
Bristow, R. (2019). The evolution of education for life and work. Retrieved from 
https://www.pearsonlearned.com/the-evolution-of-education-for-life-and-work 
 
Carlson, C. et.al. (2012). Which technology should I use to teach online?: Online 
technology and communication course instruction. MERLOT Journal of Online 
Learning and Teaching, 8(4), 334-347. 
 	
153 
	
Clandinin, D, & Caine, V. (2013). Narrative Inquiry. In A. Trainor, & E. Graue (Eds.), 
Reviewing Qualitative research in the social sciences (pp. 166-179). New York: 
Routledge 
 
Clement, J. (2019). Global digital population as of October 2019. Retrieved from 
https://www.statista.com/statistics/617136/digital-population-worldwide/ 
 
Common Sense Education. (2016). What is the TPACK model? Retrieved from 
https://www.youtube.com/watch?v=yMQiHJsePOM 
 
Commonwealth Education Hub. (2016). Increasing access to education. Retrieved from 
https://www.thecommonwealth-educationhub.net/wp-
content/uploads/2016/04/eDiscussion-Summary-Increasing-Access-to-
Education.pdf 
 
Cox, F. (2001). Infusing education with technology: Society for information technology 
and teacher education (SITE) annual conference. Library Hi Tech News, 18(5), 24 
– 29. 
 
Darby, F. (2020). How to be a better online teacher: Advice guide. Retrieved from 
 https://www.chronicle.com/interactives/advice-online-teaching 
 
Denzin, N., Lincoln, Y., & Giardina, M. (2006). Discipling qualitative research. 
 International Journal of Qualitative Studies in Education, 19(6), 769-782. 
 
Dewey, J. (1916). Democracy and education: An introduction to the philosophy of 
 education. New York: Macmillan. 
 
DGI Communications. (2019). Zoom vs. Skype: A Comparison of Video Conferencing 
Platforms. Retrieved from https://www.dgicommunications.com/zoom-vs-skype/ 
 
Dillon, J. (2006). Strictly strings. USA: Alfred Music Publishing Co., Inc.  
 
Donchev, D. (2017). 36 mind blowing YouTube facts, figures and statistics – 2017. 
Retrieved from http://videonitch.com/2017/12/13/36-mind-blowing-youtube-
facts-figures-statistics-2017-re-post/ 
 
Edwards, M., Perry. B., & Janzen, K. (2011). The making of an exemplary online 
educator. Distance Education, 32(1), 101-118. doi: 
10.1080/01587919.2011.565499 
 
edWeb.net. (2019). Connect and share ideas to improve teaching & learning. Retrieved 
from https://home.edweb.net 
 	
154 
	
Emmanouilidou, K., Antoniou, P., & Derri, V. (2010). Physical educators’ perspectives 
on instructional methodology of synchronous distance professional development.   
Turkish Online Journal of Distance Education, 11(2), 51/60. 
 
Ertmer, P., & Ottenbreit-Leftwich, A. (2010). Teacher technology change: How 
knowledge, confidence, beliefs, and culture intersect. Journal of Research on 
Technology in Education, 42(3), 255-284. 
 
Evergreen Education Group. (2015). Keeping Pace. Retrieved from 
https://static1.squarespace.com/static/59381b9a17bffc68bf625df4/t/5949b64bb11
be1ad7855fb51/1498003034517/KeepingPace+2015.pdf 
 
Evergreen Education Group. (2019). Snapshot 2019: A review of K-12 online, blended, 
and digital learning. Retrieved from https://www.evergreenedgroup.com 
 
Eysenbach, G. (1998). Towards quality management of medical information on the 
internet: Evaluation, labelling, and filtering of information. BMJ: British Medical 
Journal, 317, 1496. 
 
Faber, N., & Faber, R. (1998). Piano adventures. Ann Arbor, Michigan: Faber Piano 
Adventures, Distributed by Hal Leonard Books. 
 
Feist, J. (2018) Guitar Notation Basics. Retrieved from 
https://online.berklee.edu/takenote/guitar-notation-basics/ 
 
Fisher, T. (2019). What is bandwidth throttling? Retrieved from 
https://www.lifewire.com/what-is-bandwidth-throttling-2625808 
 
Florida National University. (2019). The evolution of distance learning. Retrieved from 
https://www.fnu.edu/evolution-distance-learning/ 
 
Gibbs, S. (2016). Mobile web browsing overtakes desktop for the first time. Retrieved 
from https://www.theguardian.com/technology/2016/nov/02/mobile-web-
browsing-desktop-smartphones-tablets 
 
Gillespie, R., Hayes, P., & Allen, M. (1995) Hal Leonard’s essential elements for strings. 
New York: Hal Leonard Books. 
 
Glesne, C. (2016). Becoming qualitative researchers: An introduction. Boston: Pearson. 
 
Graham, C. (2011). Theoretical considerations for understanding Technological 
Pedagogical Content Knowledge (TPACK). Computers & Education, 57, 1953-
1969.  
 
 	
155 
	
Harris, P. (2000). Using technology to create a new paradigm for a learner-centered 
educational experience. Technos: Quarterly for Education and Technology. 
Retrieved from https://www.questia.com/magazine/1G1-65014465/using-
technology-to-create-a-new-paradigm-for-a-learner-centered 
 
Harrison, E. (2010). Challenges facing guitar education. Music Educators Journal, 97(1), 
50-55. 
 
Haythornthwaite, C. (2012). New media, new literacies, and new forms of learning. 
International Journal of Learning and Media, 4(3-4), 1-8. 
 
Heick, T. (2019) What is Bloom’s taxonomy? A definition for teachers. TeachThought. 
Retrieved from https://www.teachthought.com/learning/what-is-blooms-
taxonomy-a-definition-for-teachers/ 
  
Hennick, M., Hutter, I., & Bailey, A. (2011). Qualitative research methods. Los Angeles: 
Sage. 
 
Herold, B. (2016). Technology in education: An overview. Education Week. Retrieved 
from http://www.edweek.org/ew/issues/technology-in-education/index.html 
 
Herring, M., Koehler, M., & Mishra, P. (Eds.) (2016). Handbook of Technological 
Pedagogical Content Knowledge (TPACK) for Educators. (2nd edition). New 
York: Routledge. 
 
Highfive. (2019). The drawbacks of video conferencing. Retrieved from 
https://highfive.com/blog/the-drawbacks-of-video-conferencing 
 
Hofer, M., Bell, L., & Bull, G. (Ed.). (2015). Practitioner’s guide to technology, 
 pedagogy, and content knowledge (TPACK): Rich media cases of teacher 
 knowledge. Waynesville, NC: AACE. 
 
Homenda, N. (2011). Music libraries on YouTube. Music Reference Services Quarterly, 
14(1-2), 30-45. doi: 10.1080/10588167.2011.571486 
 
Inan, F., & Lowther, D. (2010). Factors affecting technology integration in K-12 
classrooms: A path model. Educational Technology Research and Development, 
58, 137-154.  
 
Johnson, H. (2012). The spiral curriculum. Education Partnerships, Inc. Retrieved from 
https://files.eric.ed.gov/fulltext/ED538282.pdf 
 
 	
156 
	
Jordan, J., Jalali, A., Clarke, S., Dyne, P., Spector, T., & Coates, W. (2013). 
Asynchronous vs didactic education: It’s too early to throw in the towel on 
tradition. BMC Medical Education, 13(105), 1-8. 
 
Keegan, D. (2013). Foundations of distance education. New York: Routledge. 
 
Keengwe, J., Onchwari, G., & Onchwari, J. (2009). Technology and student learning: 
Toward a learner-centered teaching model, AACE Journal, 17(1), 11-22. 
 
Kekeya, J. (2016). Analyzing qualitative data using an iterative process. DWU Research 
Journal, 24. 86-94. 
 
King, E., & Alperstein, N. (2014). Best practices in online program development: 
Teaching and learning in higher education. New York: Routledge. 
 
Klopper, C., & Weir, K. (2015). Classrooms and chat rooms: Augmenting music 
education in initial teacher education. Australian Journal of Music Education, 
2015(1), 42-51. 
 
Koehler, M., Mishra, P., & Cain, W. (2013). What Is Technological Pedagogical Content 
Knowledge (TPACK)? The Journal of Education, 193(3), 13-19. 
 
Kunze, D. (2013). The person-centered approach in adult education. In J. H. D. 
Cornelius-White et al. (Eds.), Interdisciplinary Applications of the Person-
Centered Approach (pp. 115- 123), New York: Springer. 
 
Landreneau, K. (2005). Sampling Strategies. Natco. Retrieved from 
http://www.natco1.org/research/files/SamplingStrategies.pdf 
 
Lautzenheiser, T., Higgins, J., Menghini, C., Lavender, P., Rhodes, T., & Bierschenk, D. 
(2004). Essential elements 2000: Comprehensive band method. New York: Hal 
Leonard Books. 
 
Lax, L., Russell, M., Nelles, L., & Smith, C. (2009). Scaffolding knowledge building in a 
web-based communication and cultural competence program for international 
medical graduates. Academic Medicine, 84(10), S5-S8. 
 
Le, N., Lanthorn, H., & Huang, C. (2019). The case for iteration in qualitative research 
design. Retrieved from https://medium.com/idinsight-blog/the-case-for-iteration-
in-qualitative-research-design-e07ed1314756 
 
Learning on the go: The rise of mobile learning across the globe (2016, February). 
Emerging Strategy. Retrieved from https://www.slideshare.net/AllenComm/the-
rise-of-mobile-learning 
 	
157 
	
Lynch, D. (2010). Application of online discussion and cooperative learning strategies to 
online and blended college courses. College Student Journal, 44(3), 777-784. 
 
Lynch, M., & Roecker, J. (2007). Project managing e-learning. In J. Finley & P. Burnard 
(Eds.), British Journal of Educational Technology (pp. 559-577).  
 
Manus, M, & Manus, R. (2015). Alfred’s complete guitar method. Van Nuys, CA.: Alfred 
Music. 
 
Mason, R., & Rennie, F., (2006). Project managing e-learning. In J. Finley & P. Burnard 
(Eds.), British Journal of Educational Technology (pp. 559-577).  
 
McGraw-Hill. (2019). What is TPACK theory and how can it be used in the classroom? 
Retrieved from https://www.mheducation.ca/blog/what-is-tpack-theory-and-how-
can-it-be-used-in-the-classroom/ 
 
Mehlinger, H., & Powers, S. (2002). Technology & teacher education: A guide for 
educators and policymakers. Boston: Houghton Mifflin. 
 
Miller, G. (2014). History of Distance Learning. Retrieved from 
https://www.worldwidelearn.com/education-articles/history-of-distance-
learning.html 
 
Mills, A., Durepos, G., & Weibe, E. (Ed.). (2010) Encyclopedia of Case Study Research 
25(2). doi: http://dx.doi.org/10.4135/9781412957397.n185 
 
Mishra, P., & Koehler, M. (2006). Technological Pedagogical Content Knowledge: A 
framework for teacher knowledge. Teachers College Record, 108(6), 1017–1054. 
 
Morabito, M. (1997). Online distance education: Historical perspective and practical 
application. American Coastline University, Metairie, Louisiana. 
 
Music & Arts. (2015). Starting a classroom guitar program. Retrieved from 
http://thevault.musicarts.com/starting-a-classroom-guitar-program/ 
 
Music Teachers National Association. (2008). Kennedy center presents new online music 
education resource. American Music Teacher, 57(4), 8. 
 
National Association of Schools of Music. (2016). National Association of Schools of 
Music (NASM) 2016-2017 Handbook. Retrieved from https://nasm.arts-
accredit.org/wp-content/uploads/sites/2/2015/11/NASM_HANDBOOK_2016-
17.pdf 
 
 	
158 
	
Nigatu, T. (2009). Qualitative data analysis. Retrieved from 
https://www.slideshare.net/tilahunigatu/qualitative-data-analysis-11895136 
 
North Carolina Education Cabinet. (2019). What is eLearning? Retrieved from 
http://www.elearningnc.gov/about_elearning/what_is_elearning/ 
 
Petersen, J. (2017). Innovative assessment practices. Retrieved from 
http://info.freshgrade.com/innovative-assessment-practice 
 
Pierson, M. (2001). Technology integration as a function of pedagogical expertise. 
Journal of Research on Computing in Education, 33(4), 413-430. 
 
Pike, P., & Shoemaker, I. (2015). Online piano lessons: A teacher’s journey into an 
emerging 21-st century virtual teaching environment. American Music Teacher, 
65(1), 12-16. 
 
Rees, F. (2002). Distance learning and collaboration in music education. In Colwell, R. 
and C.  Richardson. (Eds.), The New Handbook of Research on Music Teaching 
and Learning: A Project of the Music Educators National Conference (pp. 257-
273). Oxford: Oxford  University Press. 
 
Reports and Data. (2019). Mobile Learning Market by Solution (Mobile e-learning 
Content Authoring, E-Books, Audio-Visual Course Contents, Portable Learning 
Management system, Interactive Assessments, Content Development, and m-
Enablement), Application (Simulation-Based Learning, Corporate Training, 
Online On-The-Job Training, and In-Class Learning), And Segment Forecasts, 
2017-2026. Retrieved from https://www.reportsanddata.com/report-detail/mobile-
learning-market 
 
Rudolph, T., & Frankel, J. (2009). YouTube in music education. New York: Hal Leonard 
Books. 
 
Saldana, J. (2016). The coding manual for qualitative researchers. Los Angeles, CA: 
Sage. 
 
Savage, J. (2007). Reconstructing music education through ICT. Research in Education, 
78(1), 65-77. 
 
Schreuder, H., Gregoire, T., & Weyer, J. (1999). For what applications can probability 
and non-probability sampling be used? York University, New Haven, 
Connecticut. 
 
Selwyn, N., & Facer, K. (2014). The sociology of education and digital technology: past, 
present and future. Oxford Review of Education, 40(4), 482–496. 
 	
159 
	
Shulman, L. (1986). Those who understand: Knowledge growth in teaching. Educational 
Researcher, 15(2), 4-14. 
 
Simpson, R. (2016). Mobile and tablet internet usage exceeds desktop for first time 
worldwide. Retrieved from http://gs.statcounter.com/press/mobile-and-tablet-
internet-usage-exceeds-desktop-for-first-time-worldwide 
 
Society for Information Technology and Teacher Education. (2020). Overview. Retrieved 
from http://site.aace.org 
 
Sudo, P. (1997). Zen guitar. New York, New York: Simon & Schuster. 
 
Suzuki, S. (2007). Suzuki violin school. USA: Alfred Music Publishing Co., Inc. 
 
Srivastava, P., & Hopwood, N. (2009). A practical iterative framework for qualitative 
data analysis. International Journal of Qualitative Methods, (8)1, 76-84. 
 
Swick, B. (2017). Alternative music classes: Why not guitar? Retrieved from 
https://nafme.org/alternative-music-classes-not-guitar/ 
 
Thomas, D. (2006). A general inductive approach for analyzing qualitative evaluation 
data. American Journal of Evaluation, 27(2), 237-246. 
 
Thompson, J. (2005). John Thompson's modern course for the piano. Florence, 
Kentucky, The Willis Music Company. 
 
Timperley, H., Wilson, A., Barrar, H., & Fung, I. (2007). Teacher professional learning 
and development: Best evidence synthesis iteration. Retrieved from  
 http://www.oecd.org/education/school/48727127.pdf 
 
Tolinski, B., & DiPerna, A. (2016). Play it loud: An epic history of the style, sound, and 
revolution of the electric guitar. New York: Doubleday, Penguin Random House 
LLC.  
Tottman, C. (2019). How has technology impacted private music tutors? Retrieved from 
https://www.rgt.org/blog/how-has-technology-impacted-private-music-
tutors?fbclid=IwAR3QD7rYqQDRHITrOO2FWnL8ivglEdBa-
t2Ssa5VMknUMMzxG6tgc1gujuM 
 
Trainor, A. (2013). Interview Research. In A. Trainor, & E. Graue (Eds.), Reviewing 
Qualitative research in the social sciences (pp. 125-138). New York: Routledge 
 
Trochim, W. (2020). Research methods knowledge base. Retrieved from 
https://socialresearchmethods.net/kb/probability-sampling/ 
 	
160 
	
Uprichard, E. (2011). Sampling: Bridging probability and non-probability designs. 
International Journal of Social Research Methodology, 16(1), 1-11. 
 
Van derKaay, C., & Young, W. (2012). Age-related differences in technology usage 
among community college faculty. Community College Journal of Research and 
Practice, 36, 570-579. 
 
Voogt, J., Fisser, P., Pareja Roblin, N., Tondeur, J., & van Braak, J. (2013). 
Technological pedagogical content knowledge – a review of the literature. 
Journal of Computer Assisted Learning, 29, 109-121. 
 
Voogt, J. & McKenney, S. (2017). TPACK in teacher education: Are we preparing 
teachers to use technology for early literacy? Technology, Pedagogy and 
Education, 26(1), 69-83. 
 
Wantulok, T. (2015). How important is technology in education? Retrieved from 
https://marketing.pinecc.com/blog/the-importance-of-technology-in-education-
pine-coves-top-10-reasons 
  
Warner Bros. Classics (Producer). (2002). John Petrucci: Rock discipline [DVD].  
 
Webster, P. (2002). Computer-based technology and music teaching and learning. In 
Colwell, R. and C. Richardson. (Eds.), The New Handbook of Research on Music 
Teaching and Learning: A Project of the Music Educators National Conference 
(pp. 416-439). Oxford University Press. 
 
Wertz, F., Charmaz, K., McMullen, L., Josselson, R., Anderson, R., & McSpadden, E. 
(2011). Five ways of doing qualitative analysis: Phenomenological psychology, 
grounded theory, discourse analysis, narrative research, and intuitive inquiry. 
New York: Guilford Press. 
 
Yin, R. (2009). Case study research: Design and methods. Los Angeles: SAGE 
Publications, Inc. 
 
Ziniel, S. (2010). Avoiding bias in the research interview. Retrieved from 
https://docplayer.net/20935922-Avoiding-bias-in-the-research-interview.html 
 
Zoom. (2019). Meeting statistics. Retrieved from 
 https://support.zoom.us/hc/en-us/articles/202920719-Meeting-Statistics 	  
 	
161 
	
CURRICULUM VITAE 
     
 	
162 
	
 
